Jan Dismas Zelenka’s ‘Dixit Dominus’ settings within the context of the Dresden Hofkapelle by Driscoll, Michael Thomas
Boston University
OpenBU http://open.bu.edu
Theses & Dissertations Boston University Theses & Dissertations
2016
Jan Dismas Zelenka’s ‘Dixit
Dominus’ settings within the

















JAN DISMAS ZELENKA’S ‘DIXIT DOMINUS’ SETTINGS 
 












B.S., Worcester Polytechnic Institute, 1997 
M.S., Worcester Polytechnic Institute, 1999 







Submitted in partial fulfillment of the 
 
requirements for the degree of 
 







































© 2016 by 
 MICHAEL DRISCOLL 









First Reader _______________________________________________________ 
 Susan Wharton Conkling, Ph.D. 





Second Reader _______________________________________________________ 
 John H. Wallace, D.M.A. 





Third Reader _______________________________________________________ 
 Peter Sykes, M.M. 
 Associate Professor of Music 




















I must first acknowledge David Hoose, whose enthusiasm for Zelenka inspired 
me learn more about Zelenka. After listening to a few YouTube recordings of Zelenka’s 
works, I was hooked. From there I began preliminary research, hoping that perhaps I 
might find a work which I could perform as part of a doctoral recital. In December 2012 I 
emailed Zelenka scholar Janice B. Stockigt, hoping that she might be able to suggest a 
work, particularly one that had not yet been published. To my great surprise, she 
responded immediately and suggested that I consider Zelenka’s Dixit Dominus (ZWV 66). 
Since that time Dr. Stockigt has been a constant source of advice. I am most grateful for 
her advice, for her patience with my many questions, and for being so quick to respond to 
my emails. This dissertation would not exist without her and her extraordinary 
scholarship. 
My deepest gratitude goes to Susan Conkling, who very kindly offered to take 
over as my advisor. She has been tremendously helpful, patient, and supportive in 
guiding me through this project. I also thank my second reader, John Wallace, and my 
third reader, Peter Sykes. I wish to also thank Ann Howard Jones and Scott Allen Jarrett, 
who helped guide me through the initial stages of the doctoral program.  
My thanks also to Frederic Kiernan, who shared his masters thesis with me and 
offered helpful advice; Karl Geck, Claudia Lubkoll, Nina Eichholz, and the librarians 
from the music department at Sächsische Landesbibliothek– Staats- und 
  vi
Universitätsbibliothek Dresden, who have been immensely helpful in providing me with 
sources and answering my questions; Tomáš Zubec from Archiv Pražského hradu in 
Prague for providing me with microfilm of sources.  
I thank my former teacher and constant source of inspiration, Simon Carrington, 
who is always generous with his time and advice. I am grateful also to my musical 
colleague, mentor, and friend, David Hodgkins, who very kindly performed my edition of 
Zelenka’s Dixit Dominus (ZWV 66) with two of the ensembles he conducts. His feedback 
and corrections on the edition were tremendously helpful. I wish also to thank Daniel 
Gostin, Erin Kennedy, and Spencer Hensel, for their help proofreading and editing this 
dissertation, and Jason Miskuly and Felice Liang who assisted me in translating some 
German sources. 
Finally, I thank my family and friends for their support, especially my parents and 




JAN DISMAS ZELENKA’S ‘DIXIT DOMINUS’ SETTINGS 
 




Boston University College of Fine Arts, 2016 
 
Major Professor: Susan Wharton Conkling, Ph.D., Professor of Music, Music Education 
 
ABSTRACT 
Bohemian composer Jan Dismas Zelenka (1679–1745) composed forty-one 
Vespers works for performances at services of the Dresden Hofkapelle. Zelenka 
maintained an inventory of sacred works in his possession, which he titled ‘Inventarium 
rerum Musicarum Ecclesiae servientium.’ Zelenka categorized his psalm settings into 
two collections: thirty-three ‘Psalmi Vespertini totius anni’ and eight ‘Psalmi 
varii…Separatim Scripti.’ Together these psalm settings comprise four cycles of Vespers 
music, each of which begin with a setting of the psalm Dixit Dominus. Of the four Dixit 
Dominus settings (ZWV 66–69), Dixit Dominus c.1728 (ZWV 69) is now missing and 
Dixit Dominus 1726 (ZWV 68) was published by Carus-Verlag in 1984. The remaining 
two settings, Dixit Dominus c.1725 (ZWV 66) and Dixit Dominus c.1728 (ZWV 67), are 
presented here in critical editions. The three extant Dixit Dominus settings are analyzed 
from the standpoints of composition style and structure.  
Zelenka’s Inventarium also lists more than eighty similar Vespers works by other 
composers, under the heading ‘Psalmi Variorum Authorum.’ These works, which are 
mostly by composers of Italian and Bohemian origins, were edited and adapted by 
Zelenka for use at the Dresden Hofkapelle. No critical editions of these works are known 
  viii
to exist. Zelenka’s inventory of ‘Psalmi Variorum Authorum’ lists ten Dixit Dominus 
settings, of which three survive in Dresden. The three surving Dixit Dominus settings, 
attributed to Pitoni, Fabri, and Inge[g]nieri, are presented here with two critical editions 
of each: one with Zelenka’s edits included and one with Zelenka’s edits removed. In 
addition to an analysis of the compositions style and structure of each work, Zelenka’s 
approach to editing and adapting these works for use at the Dresden Hofkapelle is 
provided. 
Finally, the performance practice of the basso continuo group in Dresden is 
considered, with particular emphasis on Zelenka’s method of notation for this group. A 
select group of Zelenka’s autograph scores are used to create a set of guidelines that will 
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Though Zelenka’s music was held in esteem by his contemporaries, his music 
remains relatively unknown today outside of a small circle of enthusiasts. From 1955–
1963, Camillo Schoenbaum edited most of Zelenka’s fifteen instrumental works, which 
were published by Bärenreiter. As a result, many know him primarily as an instrumental 
composer. Yet, instrumental music forms only a fraction of Zelenka’s compositional 
output, which is dominated by his approximately 150 sacred vocal music settings. The 
first modern-day edition of a Zelenka vocal work wasn’t published until 1969, when 
Editio Supraphon in Prague (now Bärenreiter) published Zelenka’s six Lamentationes pro 
hebdomada sancta (ZWV 53) edited by Vratislav Bělský (1924–2003).2 Two years later 
Bělský published a collection of five sacred vocal works;3 however, it wasn’t until the 
early 1980s that any significant publication of Zelenka’s sacred vocal works began to 
take place. Under the editorship of Thomas Kohlhase and Wolfgang Horn, Carus-Verlag 
published many of Zelenka’s sacred vocal works from the early 1980s through the 1990s 
and has continued to publish additional works since that time. Despite the greater 
availability of modern editions of Zelenka’s works, a significant number of his works 
have yet to be published. Similarly, while the number of recordings of Zelenka’s works 
                                                        
2 Jan Dismas Zelenka, Lamentationes Jeremiae prophetae, ed. Vratislav Bělský, in Musica 
antiqua Bohemica II/4 (Prague: Editio Supraphon, 1969). 
3 Jan Dismas Zelenka, Psalmi et Magnificat, ed. Vratislav Bělský, in Musica antiqua Bohemica 
II/5 (Prague: Editio Supraphon, 1971). This volume contains De profundis (ZWV 50/97), 
Confitebor tibi Domine (ZWV 72), Beatus Vir (ZWV 75), Magnificat in D (ZWV 108), In exitu 
Israel (ZWV 83). 
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has increased in recent years, the majority of his works remain unrecorded.4 
There are two main objectives of this thesis: Creation of critical editions of 
previously unpublished works; and an analysis of the Dixit Dominus settings listed in 
Zelenka’s Inventarium. Many of Zelenka’s extant Vespers Psalms remain unavailable in 
modern editions. Therefore this thesis will produce critical editions of Zelenka’s two 
unpublished Dixit Dominus settings (ZWV 66 of c.1725 and ZWV 67 of c.1728), and 
provide an analysis of all three of Zelenka’s extant Dixit Dominus settings (ZWV 66–68).  
In addition, this thesis looks at the Dixit Dominus settings of Zelenka’s ‘Psalmi 
Variorum Authorum,’ Vespers psalm settings by other composers which Zelenka edited 
and adapted for use at the Dresden Hofkapelle. No critical editions of these Dixit 
Dominus settings from the ‘Psalmi Variorum Authorum’ are known to exist (or of any of 
other of the ‘Psalmi Variorum Authorum’ works), nor any detailed analysis of Zelenka’s 
re-working procedure and what this procedure reveals about his compositional style. 
One of the primary difficulties for English-speaking researchers of Zelenka is that 
the vast majority of research related to Zelenka is written in German, with an additional 
number of sources in Czech. The significant work of Australian scholar Janice Stockigt is 
the notable exception. Stockigt’s 2000 publication, Jan Dismas Zelenka: A Bohemian 
Musician at the Court of Dresden, is the only major biography of Zelenka. Her 1994 
dissertation on the Vespers psalms of Zelenka is also an invaluable source of information. 
                                                        
4 Adam Viktora, director of Prague’s Ensemble Inégale, has recently recorded the first cycle 
Vespers psalms. See Jan Dismas Zelenka Psalmi Vespertini I, Ensemble Inégal and Adam 
Viktora, Nibiru (Prague) 01612231, CD, 2015. 
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Stockigt has also recently published an online database of the Catalogo (1765).5 This 
database also provides a great deal of additional information about each work. Frederic 
Kiernan provides an excellent overview of the state of Zelenka research up to the 2013 
submission date of his master’s thesis on Zelenka’s six settings of the Ave regina 
coelorum (ZWV 128).6  
Even with increased availability of writing about Zelenka’s life and works (in 
German, Czech, and English), most sources focus on factual evidence, such as the 
location and description of autograph sources, the history of the Dresden court church, 
the details of who worked there, as well as the working conditions. Less research has 
been devoted to analysis of the music itself.  
A majority of the extant original sources of Zelenka’s music reside at Sächsische 
Landesbibliothek– Staats- und Universitätsbibliothek Dresden (Saxon State and 
University Library Dresden, commonly abbreviated SLUB Dresden). These consist 
primarily of Zelenka’s autograph scores. Unfortunately, many of Zelenka’s works were 
lost or damaged during the Second World War. Very few original instrumental or vocal 
parts exist, making exact details of performance practice at the Hofkapelle rather difficult 
to determine. In the spring of 2015 SLUB Dresden began producing high-resolution color 
scans of all of Zelenka’s works, which are freely accessible online. These readily 
available sources greatly aid research of Zelenka and the music at the Dresden 
                                                        
5 Janice Stockigt, Catalogue of the Music Collection of the Dresden Catholic Court Church 1765, 
Melbourne: The University of Melbourne. http://hofkirchecatalogo1765.mcm.unimelb.edu.au/ 
(accessed 24 April 2016). 
6 Frederic Murray Kiernan, “Six Ave regina coelorum settings (1737) by Jan Dismas Zelenka 
(ZWV 128): context and critical edition” (master’s thesis, University of Melbourne, 2013), 1–9. 
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Hofkapelle, and the sources informed the present study. 
Chapter one of this thesis provides a brief overview of the history and timeline of 
the Dresden Hofkapelle, including a description of the main performing ensembles, and a 
biographical sketch of Zelenka. Chapter one also includes an overview of the catalogs 
kept by Zelenka as well as later eighteenth century catalogs that list Zelenka’s works. 
Chapter two provides an overview of Zelenka’s Vespers music, an overview of the basic 
musical features of his four Dixit Dominus settings. The chapter concludes with a detailed 
analysis of the three extant Dixit Dominus settings (ZWV 66–68) and a summary of 
shared musical elements. Chapter three includes a brief analysis of three Dixit Dominus 
settings, attributed to Ingegnieri, Pitoni, and Fabri, from Zelenka’s ‘Psalmi Variorum 
Authorum.’ Zelenka’s procedure for re-working these settings is then described in detail.  
Chapter four provides an overview of the basso continuo instruments in Dresden, 
interpretation of the continuo line notation, and directives in Zelenka’s autograph scores 
based on compositional style—an approach that is particularly useful in correctly editing 
sources with limited continuo line directives or in sources where these directives are 
entirely absent. Chapter five provides details on the known sources of Zelenka’s Dixit 
Dominus settings as well as Zelenka’s Dixit Dominus settings by Ingegnieri, Pitoni, and 
Fabri. Detailed edition notes for Zelenka’s two unpublished Dixit Dominus settings (ZWV 
66 and 67) and the Ingegnieri, Pitoni, and Fabri settings are provided. In addition, 
detailed lists of the areas where Zelenka re-worked the Ingegnieri, Pitoni, and Fabri 
settings are provided. Finally, editions of these works can be found in the Appendix. 
These include an edition of Dixit Dominus (ZWV 66) based on the autograph score; two 
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editions of Dixit Dominus (ZWV 67), one based on the autograph score, and a second 
based on a set of non-autograph parts in Prague; and two editions each of the Ingegnieri, 
Pitoni, and Fabri Dixit Dominus settings, one as re-worked by Zelenka, and the other with 




CHAPTER 1   
JAN DISMAS ZELENKA (1679-1745) AT THE DRESDEN HOFKAPELLE 
 
 
Biographical sketch of Jan Dismas Zelenka 
Relatively little is known about Jan Dismas Zelenka’s life prior to his arrival in 
Dresden. Born in the Bohemian village of Louňovice, located southeast of Prague, 
Zelenka probably first learned music from his father, Jirik, who was cantor and organist 
at the local parish church. Zelenka’s first known composition (ZWV 245, lost) was 
written in 1709 for a school drama in his village. Zelenka arrived in Dresden around 
1710–1711, where he was employed by the Hofkapelle (Catholic chapel of the royal 
court) as a violone player with a starting salary of 300 thaler. In 1714 he was promoted to 
church composer and his salary increased to 400 thaler where it remained for the next 
eighteen years of his tenure.  
From 1716–1719, Zelenka studied composition in Vienna under the tutelage of 
Johann Joseph Fux (1660–1741), who is perhaps best known as the author of Gradus ad 
Parnassum, a treatise on counterpoint in the style of Palestrina. Interestingly, rather than 
the typical apprenticeship model where young musicians learned from a master, Zelenka 
was in his mid-30s and a seasoned musician when he studied with Fux. Although music 
historian Moritz Fürstenau reported that Zelenka traveled to Venice during these years to 
study with Antonio Lotti, no confirmations can be found in primary sources.7 
                                                        
7 Janice B. Stockigt, Jan Dismas Zelenka: A Bohemian Musician at the Court of Dresden. 
(Oxford: Oxford University Press, 2000), 43 and 176 
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Zelenka returned to Dresden in 1719 resuming his previous dual titles of court 
composer and violone player. In the same year, the Electoral Prince Augustus II (1696–
1763, later August III as King of Poland), who had converted to Roman Catholicism in 
1712, married the devoutly Catholic Austrian Archduchess Maria Josepha (1699–1757) 
and they arrived in Dresden. Because the population was staunchly Lutheran, Augustus II 
allowed Protestant worship to continue alongside the public Catholic services at the 
Hofkapelle, which in 1708 had been converted from a theater into the court church. In 
1720, the Dresden opera closed and the compositional activities of area composers turned 
to the royal chapel. Because the court church was relatively new and surrounded both 
physically and historically by Lutheran customs, the Hofkapelle required an entire body 
of works that were suitable for Catholic liturgy. The work of collecting and arranging 
settings of works from other composers, composing new settings, and directing liturgical 
music fell to Kapellmeister Johann David Heinichen, with assistance from royal chamber 
musician Zelenka, Tobias Butz, and composer Giovanni Alberto Ristori.8 
Upon Heinichen’s death in 1729, Zelenka took up the duties of Heinichen’s 
position without being granted the title of Kapellmeister or additional compensation. 
Zelenka petitioned the Electoral Prince to assume the position of Kapellmeister, but was 
denied; the Prince wanted to reestablish opera in Dresden and in 1733 he hired Johann 
Adolph Hasse (1699–1783) for the position, which was an undoubted blow to Zelenka’s 
career ambition. From 1733 onward, the opera in Dresden gained popularity and as a 
result, Zelenka’s compositional output decreased, although some of his greatest Mass 
                                                        
8 Stockigt, Zelenka, 62. 
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settings are from this era. From 1735 until his death in 1745, Zelenka’s title was ‘Kirchen 
Compositeur’ (‘Church Composer’), and during this period he composed five Masses, a 
serenata and a second Miserere setting. Zelenka, who never married, died of edema on 23 
December 1745. Upon his death, Maria Josepha purchased his compositions and musical 
estate from Zelenka’s heirs. Upon Maria Josepha’s death, her music library was split 
between the library of the Dresden court church and her daughter-in-law, Maria Antonia. 
Zelenka’s most prolific period was in the 1720s. While his total compositional 
output was not large by comparison to his contemporaries, he composed nearly 150 
sacred works. His compositions were admired by many contemporary composers 
including J. S. Bach, Telemann, Pisendel, Mattheson, and Mizler. In a 1775 letter, C. P. 
E. Bach wrote that his father, J. S. Bach, personally knew Zelenka and held him in high 
esteem.9 Zelenka’s students included J. J. Quantz, J. G. Harrer (appointed to Bach’s 
Leipzig position upon Bach’s death), and Johann Georg Röllig. 
Zelenka’s music exhibits a mastery of contrapuntal techniques. His final Masses 
and litanies are notable examples of ‘number’ works in which the characteristic 
movements (such as the five parts of the Mass Ordinary) have been further divided into 
independent movements. These works contain a number of ritornelli, arias in the galant 
style, and a cappella choruses in the stile antico. 
Most of Zelenka’s works are scored for SATB soloists, four-part SATB choir, 
strings, two oboes, and basso continuo. Some works include flutes, recorders, and/or 
                                                        
9 Stockigt, Zelenka, 271. 
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chalumeaux. His more festive music also include trumpets, timpani, and a pair of horns. 
Trombones are included in his Requiem music. 
 
 
Musicians of the Dresden Hofkapelle 
According to Stockigt, three tiers of musical styles—a cappella, ‘Ordinary,’ and 
Solemn—were supported by two major musical establishments in Dresden: the 
Kapellknaben and the royal musicians.10 
The Kapellknaben consisted of “boys, adolescents, and young men (Juvenes) 
supported by adult clerics.”11 According to Kiernan, the Kapellknaben was “responsible 
for much of the musical workload in the Dresden Catholic court church’s early years.”12 
Formed in 1710, the Kapellknaben initially consisted of six singers, four instrumentalists 
and an organist.13 Kiernan reported that prior to 1726, the ensemble numbered around ten 
singers and instrumentalists;14 however, in 1727 the Jesuit priests in charge of the chapel 
began expanding the ensemble, which reached sixteen members by 1732.15 In 1728, the 
founder of the Kapellknaben, Johannes Jungwirth, was replaced by Father Johannes 
Frantze who “did an excellent job.”16 Around this same period, Kapellmeister Johann 
Heinichen was often ill, requiring that Zelenka fulfill his duties. According to Stockigt, 
                                                        
10 Stockigt, Zelenka, 68. 
11 Stockigt, Zelenka, 68. 
12 Kiernan, “Six Ave regina,” 8. 
13 Kiernan, “Six Ave regina,” 57–58. 
14 Kiernan, “Six Ave regina,” 59. 
15 Kiernan, “Six Ave regina,” 59. 
16 Stockigt, Zelenka, 68. 
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the Kapellknaben performed the a cappella and ‘Ordinary’ compositional styles, and they 
may also have assisted with some performances of Solemn music.17 
The other main musical establishment, the royal musicians, included the royal 
instrumentalists, the royal singers, and the royal trumpeters and timpanists.18 The singers 
consisted of soprano and alto castrati, as well as tenors and basses. These royal musicians 
performed music on high feast-days. High feasts at the Dresden Hofkapelle would have 
featured Solemn music, music of extended duration that often included trumpets and 
timpani. 
The exact numbers of performers is difficult to know with any certainty since few 
sets of performing parts survive19 and other documentation of the performers is limited. 
Catalog entries from the old catalog of the Sächsische Landesbibliothek (SLB, now 
SLUB Dresden) often indicate the number of parts that existed prior to their loss in 1945, 
allowing some extrapolation as to the number of performers. According to Kohlhase, the 
standard instrumentation of the Dresden Court Church from the 1720s to the 1740s 
consisted of 
approximately four singers per tutti vocal part (including the soloists: soprano and 
alto castrato, and tenor and bass soloists from the opera ensemble; the ripieno 
passages were reinforced by the Kapellknaben, boys and young men), two oboes I 
and II…4–6 each of violins I and II, 2–4 violas (in the early 1720s, sometimes 
divided into violas I and II — split col alto and col tenore) and basso continuo: 
two or more cellos, bassoons and violoni (contrabasses) as well as theorbo(s) 
                                                        
17 Stockigt, Zelenka, 68. 
18 Stockigt, Zelenka, 68. 




(apparently only to the mid 1730s) and organ. This could also include solo flute, 
solo chalumeau, 2 Horns and 2- to 5-voice trumpet choir (in D).20 
In the above statement, Kohlhase appears to be referring to performances by the 
Hofkapelle, though he does not explicitly state so. While documents do show that the size 
and proportions of this ensemble changed over time, Kohlhase’s comments appear to 
suggest a general guideline as to the number of performers.21  
 
 
18th Century Catalogs: Primary Source Listings of Zelenka’s Music 
Several eighteenth-century catalogs are vital primary resources for Zelenka 
research. Principal among these are two inventories of sacred music created by Zelenka 
himself that include his own sacred music. One of these inventories also lists sacred 
works of other composers that were in Zelenka’s possession. Two later catalogs that were 
compiled by employees of the Dresden Hofkapelle are also invaluable. All of these 
catalogs are described in greater detail below. 
  
                                                        
20 Thomas Kohlhase, “Anmerkungen zur Generalbaßpraxis der Dresdner Hofkirchenmusik der 
1720er bis 1740er Jahre,” in ZS I, 234 (my translation). Horn also comments on these numbers. 
See Wolfgang Horn, Die Dresdner Hofkirchenmusik 1720-1745: Studien zu ihren 
Voraussetzungen und ihrem Repertoire (Kassel: Bärenreiter, 1987), 194. 
21 Stockigt’s description of the surviving parts to Zelenka’s 1735 oratorio Gesù al Calvario 
(ZWV 62) appears to support Kohlhase’s assertion. See Stockigt, Zelenka, 236–240. 
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Zelenka’s Personal Catalogs 
On 17 January 1726 Zelenka began an inventory of works in his possession, 
which he titled ‘Inventarium rerum Musicarum Variorum Authorum Ecclesia 
Servientium,’22 referred to as the Inventarium throughout this thesis. Zelenka maintained 
and added entries to the Inventarium through 1739.23 Within the Inventarium are three 
different listing of Vespers psalms. The first, found on pages 31, 32, and 39 of the 
Inventarium, are psalms titled ‘Psalmi Vespertini totius anni. Joannes Disma Zelenka’ 
(‘Vespers psalms for the complete year’).24 This ‘Psalmi Vespertini’ list includes thirty-
three psalms composed by Zelenka, which are divided into three psalm cycles, each 
beginning with a Dixit Dominus setting.25 Zelenka included a second listing of Vespers 
psalms on page 40 of the Inventarium, titled ‘Psalmi varii | J: D: Z: Separatim | scripti.’ 
The ‘Psalmi varii’ consist of eight Vespers psalms and represents a fourth cycle of 
Vespers psalms composed by Zelenka. The ‘Psalmi varii’ include Dixit Dominus (ZWV 
67). 
Immediately following these two listings is a third list, titled ‘Psalmi Varioru[m] 
Autho | rum’ (‘Psalms by various authors’) on the first page (35) and ‘Psalmi varii’ on the 
                                                        
22 At the bottom of the title page of the Inventarium, Zelenka wrote “An: 1726 die 17 Janua:” 
(“17 January 1726”). 
23 “Historical Catalogs and Old Shelf Numbers,” SLUB Dresden, https://hofmusik.slub-
dresden.de/en/themes/court-church-and-royal-private-music-collection/historical-catalogues-and-
old-shelf-numbers/ (accessed 10 January 2016). 
24 For an explanation of why these pages are out of sequence, see Stockigt, “Vespers Psalms,” 
205 n664. 
25 The ‘Psalmi Vespertini’ include Dixit Dominus settings ZWV 66, 68, and 69, entered into the 
Inventarium as numbers 11, 1, and 19, respectively. 
  
13
second page (36).26 The ‘Psalmi Variorum Authorum’ is a catalog of Zelenka’s collection 
of psalm settings by other composers that includes ten Dixit Dominus settings. Three of 
these settings remain in Dresden and are attributed to Ingegnieri, Pitoni, and Fabri. An 
anonymous work of unknown origins, ‘Psalmi pro toto anno,’ also contains a Dixit 
Dominus setting.27 
Confusing matters further, around 1735 Zelenka created another inventory, 
separate from the Inventarium, which includes a third group of psalms which he also 
titled ‘Psalmi varii.’ Of this third ‘Psalmi varii,’ Zelenka “took several settings from his 
fourth cycle of psalms (the “Psalmi varii / J: D: Z: Separatim scripti.”) and, together with 
a great many settings from his collection, compiled yet another collection.”28 This third 
‘Psalmi varii’ consists of psalms required for the ‘Vesperae de Confessore’: Dixit 
Dominus, Confitebor, Beatus vir, Laudate pueri, Laudate Dominum, and the Magnificat 
canticle. Zelenka did not include any psalms from his ‘Psalmi Vespertini totius anni’ in 
this collection, but he did include five psalms from his fourth psalm cycle, the ‘Psalmi 
varii.’29 
Because Zelenka used similar headings for the various Vespers music collections 
in his possession, clearly identifying and differentiating these collections is essential. Of 
                                                        
26 The ‘Psalmi Varium Authorum’ includes pages 35–38, followed by page 33. For an 
explanation for why these pages are out of sequence, see Stockigt, “Vespers Psalms,” 205 n664. 
27 The ‘Psalmi pro toto anno’ is listed as entry number 58 in the Inventarium and is attributed to 
“N:N:.” Also listed is a now missing ‘Vesperae de Confessore’ work attributed to “Haass,” which 
likely contained a Dixit Dominus setting. 
28 Stockigt, Zelenka, 171. 
29 Psalms from his fourth psalm cycle, ‘Psalmi varii,’ that were also listed in his ‘Psalmi varii’ 
(c.1735) include Dixit Dominus (ZWV 67), Confitebor (ZWV 71 and 73), and Laudate pueri (ZWV 
81). Laudate pueri (ZWV 80) likely was also included in the ‘Psalmi varii’ (c.1735) as number 
22/12, but this cannot be verified, because this work is now missing in Dresden. 
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the three different ‘Psalmi varii’ lists, henceforth the ‘Psalmi varii | J: D: Z: Separatim | 
scripti.’ composed by Zelenka, which represent his fourth cycle of psalms, will be 
referred to simply as the ‘Psalmi varii.’ The psalm settings by composers other than 
Zelenka will be referred to by the full title ‘Psalmi Variorum Authorum’ and the third 
‘Psalmi varii’ listing by Zelenka, which includes psalms settings from his fourth psalm 
cycle as well as the psalm settings of other composers, will be referred to as the ‘Psalmi 
varii’ (c.1735). This information is summarized in Table 1-1. 
 
Table 1-1. Descriptions and sources of the Zelenka’s three ‘Psalmi varii’ listings 
Zelenka’s title Title used in this 
thesis 
Description 
“Psalmi varii / J: D: 
Z: Separatim scripti.” 
‘Psalmi varii’ Listed on p. 40 of Zelenka’s Inventarium. Consists 
of 8 psalms composed by Zelenka, representing his 
fourth cycle of Vespers psalms. 
(D-Dl Bibl. Arch. III. Hb, Vol. 787.d) 
“Psalmi Varioru[m] 
Autho/rum’ [first 




Listed on pp. 35–38, and p. 33 of Zelenka’s 
Inventarium. Titled “Psalmi Varioru[m] Autho/rum” 
on p. 35, and “Psalmi varii” on p. 36. Consists of 
over 80 Vespers works by composers other than 
Zelenka. 





An additional catalog of psalm settings for 
‘Vesperae de Confessore.’ Includes five psalm 
settings from Zelenka’s fourth psalm cycle ‘Psalmi 
varii,’ plus a number of settings by other composers. 
Compiled by Zelenka in approximately 1735. 





In 1765, Dresden Kirchen-Compositeur Joannes Georg Schürer conducted a 
thorough inventory of the musical scores and parts held by the Dresden Catholic Court 
Church. Schürer organized the materials alphabetically by composer last name and 
produced a catalog—abbreviated Catalogo (1765) throughout this paper—that listed 
works alphabetically by the composer’s last name.30 Each work was assigned a call 
number that identified its storage location by cabinet (‘Schranck’), shelf (‘Fach’), and the 
position within the shelf (‘Lage’) as well as the incipit. Schürer also included the work 
titles, basic instrumentation, incipit, and whether the score (‘partitura’) and/or parts 
(‘parti’) were included in the church’s holdings.31 This catalog eventually ended up at the 
Staatsbibliothek zu Berlin, Preußischer Kulturbesitz, Musikabteilung, where it can now 
be viewed online via the library’s website. Additionally, Stockigt has provided a 
searchable online database of the Catalogo (1765), which includes additional useful 
information for each of the works listed.32 
Approximately twenty years after Schürer, a second inventory was undertaken by 
Dresden court copyist Carl Gottlob Uhle33 who created a three-volume catalog—
abbreviated throughout this thesis as Catalogo (c.1784). The Catalogo (c.1784) was 
created using the same principles as the Catalogo (1765), but it also included incipits for 
                                                        
30 See the ‘List of Abbreviations’ for a complete citation of the Catalogo (1765). 
31 A line under the “partitura” (score) or “parti” (parts) column indicates that the corresponding 
source existed when the Catalogo (1765) was compiled. 
32 Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/ (accessed 24 April 
2016). 




each Mass movement rather than only the first movement. Importantly for the purposes 
of this study, the Catalogo (c.1784) provided a separate entry for each of Zelenka’s thirty-
three ‘Psalmi Vespertini’ (listed as ‘Psalmi insiemi’ in the Catalogo (c.1784)), whereas 
the Catalogo (1765) contained a single entry for all thirty-three works. Of the three 
volumes of the Catalogo (c.1784), only the third remains today, and it can be viewed 
online on the SLUB Dresden website. 34 The third volume lists works by composers with 
last names ranging from Schwanenberg through Zelenka as well as anonymous works, 
and therefore is very useful for Zelenka research. Unfortunately, the works studied in this 
paper by composers other than Zelenka (Fabri, Ingegnieri, and Pitoni) would have been 
listed in the missing volumes. 
Another valuable source of Zelenka music research is German editor and 
bibliographer Robert Eitner’s (1832–1905) mammoth ten-volume Quellen Lexikon,35 
published between 1900 and 1904. The Quellen Lexikon recorded printed and manuscript 
music from over two hundred libraries throughout Europe, including works held at 
libraries in Dresden.  
 
                                                        
34 D-Dl Bibl. Arch. III. Hb, Vol. 788, 3; reproduced in part in ZD. 
35 Robert Eitner, Biographisch-Bibliographisches Quellen-Lexikon der Musiker und 
Musikgelehrten der christlichen Zeitrechnung bis zur Mitte des neunzehnten Jahrhunderts, 10 
vols. (Leipzig: Breitkopf & Härtel, 1900–1904; repr. Graz: Akademische Druck, 1959). 
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CHAPTER 2   
THE EXTANT DIXIT DOMINUS SETTINGS OF JAN DISMAS ZELENKA 
 
 
An Overview of Zelenka’s Vespers Music 
Zelenka composed forty-one works for Vespers, most of which were composed 
between 1725 and 1729.36 Three Vespers settings were composed after 1729.37 A fourth 
piece, De profundis (ZWV 50/97), was composed in c.1724 for the funeral exequies of 
Zelenka’s father.38 Zelenka then “altered the final fugue [of De profundis]…to 
accommodate the text of the lesser doxology,”39 thus making the piece suitable for a 
Vespers service during Christmas week.40 
In his Inventarium, Zelenka categorized his psalm settings into two collections. 
The first collection, thirty-three ‘Psalmi Vespertini totius anni’ (‘Vespers psalms for the 
complete year,’ henceforth ‘Psalmi Vespertini’), were composed between 1725 and 
c.1728.41 The second collection, eight ‘Psalmi varii…Separatim Scripti’ (henceforth 
‘Psalmi varii’) was composed between c.1728 and c.1730+.42 
                                                        
36 For more information on the dating of Zelenka’s Vespers settings, see the ‘Dates of 
Composition’ section of this chapter. 
37 These three works are Laetatus sum (ZWV 90) c.1730+, Laudate pueri (ZWV 80) c.1730+; and 
Ecce nunc benedicite (ZWV 99) c.1739. See Stockigt, “Vespers Psalms,” 259. 
38 Stockigt, “Vespers Psalms,” 529. 
39 Stockigt, “Vespers Psalms,” 530. 
40 The original c.1724 Requiem Vespers setting of De profundis has been assigned to ZWV 50 and 
the later revision for Christmas has been assigned to ZWV 97. 
41 The 33 ‘Psalmi Vespertini’ are also referred to as the ‘Psalmi insieme’ (literally ‘Psalms 
together’ or ‘set of Psalms’) in the Catalogo (1765) and Catalogo (c.1784), both of which list 
Dixit Dominus (ZWV 68) as the first entry of the 33 ‘Psalmi insiemi.’ 
42 A later Psalm setting, Ecce nunc benedicite (ZWV 99) of c.1739, is a setting of Psalm 133 
(134). This work, however, is for a Compline service and is not required for a Vespers service. 
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Of the forty-one Vespers works, twenty-nine survive and are housed at the 
Sächsische Landesbibliothek– Staats- und Universitätsbibliothek, Dresden (SLUB 
Dresden). The missing works include ten of the thirty-three ‘Psalmi Vespertini’43 and two 
of the eight ‘Psalmi varii.’44 Of the two missing ‘Psalmi varii’ works, one, Laetatus sum 
(ZWV 90), exists now only as a set of copied parts.45 
Together these two groups of Psalms form four cycles of Vespers music, each 
beginning with the setting of the psalm Dixit Dominus. These four cycles of Vespers 
psalms provided Zelenka with music for nearly every Vespers service of the liturgical 
year.46 According to Stockigt, the only Vespers psalms not set by Zelenka were the 
psalms for “Saturday Vespers before the four Sundays of Advent, Saturday Vespers 
before Septuagesima, and Vespers of Wednesday of Holy Week.”47 
The thirty-three ‘Psalmi Vespertini’ encompass the first three Vespers cycles. 
Zelenka later created a fourth cycle of psalms, the ‘Psalmi varii.’ Rather than listing the 
three ‘Psalmi Vespertini’ cycles in chronological order in his Inventarium, Zelenka listed 
the second-composed Vespers cycle first. He then listed the cycle that was composed 
                                                        
43 Missing ‘Psalmi Vespertini’ settings include: Confitebor (ZWV 74), Laudate pueri (ZWV 78), 
Laudate Dominum (ZWV 86), Dixit Dominus (ZWV 69), Laudate pueri (ZWV 79), Laetatus sum 
(ZWV 89), Nisi Dominus (ZWV 93), Lauda Jerusalem (ZWV 103), Magnificat (ZWV 106), Beatus 
vir (ZWV 77).  
44 Missing autograph ‘Psalmi varii’ settings include Laetatus sum (ZWV 90) and Laudate pueri 
(ZWV 80). 
45 The set of copied Prague parts for Laetatus sum (ZWV 90) are located at CZ-Pak KMK 1400. A 
timeline of the disappearance of the missing Vespers music sources is established at the 
beginning of chapter five. 
46 Janice Stockigt, liner notes to Jan Dismas Zelenka Psalmi Vespertini I, Ensemble Inégal and 
Adam Viktora, Nibiru (Prague) 01612231, CD, 2015. 
47 Janice Stockigt, liner notes to Jan Dismas Zelenka Psalmi Vespertini I, Ensemble Inégal and 
Adam Viktora, Nibiru (Prague) 01612231, CD, 2015. 
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first, followed by the third cycle.48 The cycle labels given in Table 2-1 through Table 2-4, 
however, assign the cycles in chronological order of composition.49 
 
Table 2-1. Zelenka’s Vespers Cycle 1, from the ‘Psalmi Vespertini totius anni’ 
Inventarium No. ZWV Title Date 
11 66 Dixit Dominus c.1725 
12 72 Confitebor tibi Domine 25 September 1725 
13 75 Beatus vir 10 October 1725 
14 82 Laudate pueri 7 November [1725] 
15 83 In exitu Israel 25 October [1725] 
16 108 Magnificat 26 November 1725 
17 50/97 De profundis 1724/c.1725 
 
Table 2-2. Zelenka’s Vespers Cycle 2, from the ‘Psalmi Vespertini totius anni’ 
Inventarium No. ZWV Title Date 
1 68 Dixit Dominus 23 March 1726 
2 74 Confitebor tibi Domine missing 
3 76 Beatus vir 11 March 1726 
4 78 Laudate pueri missing 
5 88 Laetatus sum c.1726 
6 92 Nisi Dominus c.1726 
7 104 Lauda Jerusalem 1 March 1727 
8 107 Magnificat c.1727 
9 86 Laudate Dominum missing 
10 85 Credidi c.1727–1728 
18 96 De profundis c.1727 
  
                                                        
48 For a more detailed overview of the works in Zelenka’s four Vespers cycles, see part II, chapter 
3 of Janice Stockigt’s doctoral dissertation: Stockigt, “Vespers Psalms,” 204–233. 
49 The composition dates listed in Table 2-1 through Table 2-4 are taken from Stockigt’s Zelenka 
monograph (Stockigt, Zelenka, 162–163). For a detailed analysis of the chronology of Zelenka’s 




Table 2-3. Zelenka’s Vespers Cycle 3, from the ‘Psalmi Vespertini totius anni’ 
Inventarium No. ZWV Title Date 
19 69 Dixit Dominus missing 
20 79 Laudate pueri missing 
21 89 Laetatus sum missing 
22 93 Nisi Dominus missing 
23 103 Lauda Jerusalem missing 
24 106 Magnificat missing 
25 70 Confitebor tibi Domine c.1728 
26 84 In exitu Israel c.1728 
27 77 Beatus vir missing 
28 91 In convertendo c.1728 
29 87 Laudate Dominum c.1728 
30 94 Beati omnes c.1728 
31 100 Confitebor…quoniam c.1728 
32 98 Memento Domine David c.1728 
33 101 Domine probasti me c.1728 
 
Table 2-4. Zelenka’s Vespers Cycle 4, from the ‘Psalmi varii. J: D: Z: Separatim Scripti’ 
‘Psalmi varii’ 
No. 
ZWV Title Date 
1 67 Dixit Dominus c.1728 
2 73 Confitebor tibi Domine c.1728–1729 
3 102 Lauda Jerusalem c.1728 
4 95 De profundis 29 December 1728 
5 71 Confitebor tibi Domine 1729 
6 81 Laudate pueri 13 April [1729] 
7 90 Laetatus sum c.1730 or later 





Zelenka’s Dixit Dominus Settings 
 
Dates of Composition 
The autograph scores to the vast majority of Zelenka’s extant Vespers setting do 
not contain a date of composition. Of the three extant Dixit Dominus settings, only Dixit 
Dominus (ZWV 68) shows a date of composition (23 March 1726).50 In her study of 
Zelenka’s Vespers psalm settings, Stockigt analyzed the Vespers scores based upon a set 
of paleographic features of Zelenka’s notation.51 From this study Stockigt proposed that 
Dixit Dominus (ZWV 66) was composed in c.1725, Dixit Dominus (ZWV 67) in c.1728, 
and the missing Dixit Dominus (ZWV 69) also in c.1728.52 
Further clarifying the date of composition of Dixit Dominus (ZWV 66), Stockigt 
asserted that the “virtuosic solo writing, especially the fourth movement aria for solo 
tenor…suggest[s] that this work was composed after the arrival in Dresden of Matteo 
Luchini” who was appointed as a member of the Hofkapelle in April 1725.53 Stockigt 
also noted that the beginning of the doxology of Dixit Dominus (ZWV 67) was set to a 
formula that Zelenka used on at least three occasions in psalm settings composed in 
1728.54 
  
                                                        
50 Immediately above the dedication formula at the bottom of final page of the autograph score 
Zelenka wrote “Dresda 1726 li 23 Marz:” (Dresden, 23 March 1726). See p. 32 of D-Dl Mus. 
2358-D-61,1, http://digital.slub-dresden.de/id377718335 (CC-BY-SA 4.0).  
51 Stockigt, “Vespers Psalms,” 234–259. 
52 Stockigt, “Vespers Psalms,” 259. 
53 Stockigt, “Vespers Psalms,” 450–451. 
54 Stockigt, “Vespers Psalms,” 454. 
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Table 2-5. Composition date, key, and Vespers cycle number of Zelenka’s Dixit Dominus 
settings 
ZWV Key Date Vespers Cycle No.  
66 A minor c.1725 1 
67 C c.1728 4 
68 D 23 March 1726 2 
69 F missing 3 
 
 
Possible First Performance Dates 
On the front cover (bottom left) of Dixit Dominus (ZWV 66) Zelenka wrote 
“Hym[n?]. | Decora Lux Aeternitatis.” Decora Lux Aeternitatis is the Vespers hymn for 
the feast of Saints Peter and Paul, which is celebrated on 29 June.55 Though certainly not 
conclusive, this may indicate the occasion for the first performance of this work. The 
feast of Saints Peter and Paul, however, uses the eighth psalm tone, and the opening 
movement of Dixit Dominus (ZWV 66) uses the fifth psalm tone (transposed up a step). 
Although the psalm tone may be evidence against the late June performance, it is also 
possible that liturgical traditions in Dresden varied from those listed in the Liber 
Usualis.56 
At the bottom left of the front cover of Dixit Dominus (ZWV 67) Zelenka wrote 
“Ad Regias Agni Dapes,” another Vespers hymn. Ad Regias Agni Dapes is sung on 
Saturday during Easter week, and afterwards on Sundays and weekdays when no festival 
                                                        
55 Catholic Church, The Liber Usualis: With Introduction and Rubrics in English (Tournai, 
Belgium, 1947), 1522–1523 and 1523–1524. 
56 Catholic Church, The Liber Usualis: With Introduction and Rubrics in English (Tournai, 
Belgium, 1947), 1522, 1114, and 133. For further details on the psalm tone used in Dixit Dominus 
(ZWV 66), see the analysis for this work later in this chapter. 
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occurs until the first Vespers of the Ascension.57 Though this does not provide conclusive 
evidence of the date of first performance, it does suggest the liturgical timeframe for 
when Dixit Dominus (ZWV 67) would have been performed. 
As noted previously, Zelenka composed Dixit Dominus (ZWV 68) in 23 March 
1726. Given the length, style, and instrumentation, this Solemn setting would have been 
performed on a major feast date.58 Stockigt indicated that the feasts closest to the date of 
composition could have been the feast of the Annunciation of the Blessed Virgin Mary 
(March 25th) and the feast of Saint Gabriel, Archangel (March 24th).59 
 
 
Viennese Compositional Categories 
The music of the Dresden Hofkapelle was ranked into three stylistic tiers 
according to the practices in use at the Imperial court in Vienna: Solemn, Ordinary, and a 
cappella.60 Kiernan provided a detailed overview of the characteristics of these Viennese 
categories, which is summarized below.61  
Kiernan referred to Fux when describing the Viennese a cappella style, which 
could consist either of voices without accompaniment, as in the style of Palestrina, or 
                                                        
57 Catholic Church, The Liber Usualis: With Introduction and Rubrics in English (Tournai, 
Belgium, 1947), 812–815 and 804. 
58 For more information on the Solemn classification of this work, see the ‘Viennese 
Compositional Categories’ section below. 
59 Stockigt, “Vespers Psalms,” 457. For details on the feasts themselves, see Catholic Church, The 
Liber Usualis: With Introduction and Rubrics in English (Tournai, Belgium, 1947), 1408–1417. 
60 Stockigt, Zelenka, 66. 
61 See Kiernan, “Six Ave regina,” 32–35. See also Stockigt, Zelenka, 66–67. 
  
24
voices with instruments doubling the voices. Fux noted that the a cappella style was still 
in use in Viennese Imperial churches during Lent.62 
Ordinary music was intended for regular services of standard length and 
employed standard instrumentation. In Dresden, the standard instrumentation consisted of 
SATB choir, SATB soloists, strings (usually two violins and viola), one or two oboes, 
and a basso continuo group consisting of violoncello, contrabass, bassoon, organ, and 
possibly also theorbo. According to Kiernan, Ordinary music is also characterized by 
1. “the alternation of ‘tutti’ and ‘solo’ sections;  
2. the use of obbligato instruments, while refraining from virtuosic detail;  
3. relative shortness, perhaps achieved through the use of polytextuality and the 
avoidance of textual repetitions;  
4. contrasting sections; of metre, tempo, text setting (tutti, arioso, recitativo, 
fugato, etcetera);  
5. frequent division of the soloists into two groups; the upper voices with 
continuo in one, and bass with violins and continuo in the other; and  
6. an exceedingly animated bass line, promoting flexible harmonic movement.”63 
Services for high feasts and other special celebrations employed Solemn music. In 
addition to the characteristics of Ordinary music listed above, Solemn music was 
extended in duration, often in multiple movements, and it featured a rich orchestration, 
often with trumpets, timpani, and sometimes horns. Music without these instruments, 
however, could still be considered Solemn.  
An overview of the scoring for each of Zelenka’s Dixit Dominus settings as well 
as the number of movements and the approximate duration of each work is provided in 
                                                        
62 Johann Joseph Fux and Susan Wollenberg, “ ‘Gradus ad Parnassum’ (1725): Concluding 
Chapters,” Music Analysis 11 (1992):209–243. Kiernan notes that Wollenberg incorrectly 
translated “tempore quadragesimali” (“Lent”) as “for forty years.” See Kiernan, “Six Ave 
regina,” 32 n121. 
63 Kiernan, “Six Ave regina,” 32–33. 
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Table 2-6. The scoring details are derived from the autograph sources as well as 
Zelenka’s Inventarium entries. The later addition of trumpets and timpani in Dixit 
Dominus (ZWV 68), along with the more extended duration in multiple movements, 
clearly places this work in the Solemn category. Although Dixit Dominus (ZWV 66) does 
not feature trumpets or timpani, it also is a Solemn work given the extended duration, the 
division into five movements, and the virtuosic writing, particularly the ‘De torrente’ aria 
for tenor soloist. Both of these works clearly were intended for the royal musicians of the 
Hofkapelle. 
Dixit Dominus (ZWV 67), on the other hand, is a much shorter work that consists 
of just a single movement. In addition to the continuo instruments, the instrumentation 
includes just one violin part—likely doubled in places by oboe—and a viola part, which 
plays during ritornello sections and mostly doubles the tenors during tutti chorus sections. 
This work is clearly not in the polyphonic a cappella style of Palestrina. It does, however, 
exhibit a number of characteristics of Ordinary music: an independent obbligato violin 
part, alternation of tutti and solo sections, avoidance of text repetition except in the final 





Table 2-6. Scoring for Zelenka’s Dixit Dominus settings 
ZWV Scoring64 Key No. of Movements Duration 
6665 SATB soli, SATB ch. 
ob. 
vln., vla. 1 & 2 
b.c. 
A minor 5 14–16 min. 
6766 SATB soli, SATB ch. 
ob. ad lib. 
vln., vla. 
b.c. 
C 1 3–4 min. 
6867 SATB soli, SATB ch. 
tpt. 1 & 2 [ad lib.], tmp. [ad lib.] 
ob. ad lib. 
vln. 1 & 2, vla. 
b.c. 
D 3 11–12 min. 
6968 [SATB soli?], SATB ch.,  
ob. 
vln. 1 & 2, vla. ad lib. 
[b.c.?] 
F missing missing 
 
  
                                                        
64 The Inventarium entry for some of these works lists two parts for one instrument (i.e. 2 violins) 
where only one unique part is present in the score.The number of instruments listed in this table 
reflects the actual number of parts according to the autograph score. In all three extant settings 
(ZWV 66–68) the oboe part is indicated via colla parte instructions. Kohlhase notes that “oboe 
parts in tutti passages were performed two instruments per part.” See Jan Dismas Zelenka, Te 
Deum in D, a due cori, ZWV 146, ed. Thomas Kohlhase (Stuttgart: Carus-Verlag, 2014), V. 
65 The Inventarium entry for this work lists two oboes and two violins. 
66 The Inventarium entry for this work lists two oboes and two violins.  
67 The trumpets and timpani were later additions to this work. Stockigt suggests that Zelenka 
added these instruments at some point on or after 1729. See Stockigt, “Vespers Psalms,” 458. 
68 Scoring information for Dixit Dominus (ZWV 69) comes from two sources: Zelenka’s 
Inventarium entry: “Dixit a 4. C:A:T:B: Violi[ni]. | 2 Oboe 1 e Viole ad libit[um]. | col partitura,” 
and the Catalogo (c.1784) entry: “Dixit à 4. voci co’ VVni. Viola ed Org.” For a more detailed 
analysis of these sources, see the ‘Sources’ entry for this work in chapter five. 
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Dixit Dominus: Text and Translation 
 





























Díxit Dóminus Dómino méo, 
Séde a déxtris méis:  
dónec pónam inimícos túos 
scabéllum pédum tuórum. 
 
Vírgam virtútis túae 
emíttet Dóminus ex Síon: 
domináre in médio inimicórum tuórum. 
 
Técum princípium in díe virtútis túae, 
in splendóribus sanctórum: 





et non poenitébit70 éum: 
Tu es sacérdos in aetérnum 
secúndum órdinem Melchísedech. 
 
Dóminus a déxtris túis, 
confrégit in díe írae súae réges. 
 
Judicábit in natiónibus, 
implébit ruínas, 
conquassábit71 cápita in térra multórum. 
 
De torrénte in vía bíbet, 
proptérea exaltábit cáput. 
The Lord said unto my Lord: 
Sit at my right hand 
until I make your enemies 
your footstool. 
 
The scepter of your power 
the Lord shall send forth from Zion: 
Rule thou in the midst of your enemies. 
 
The power to rule is with you 
on the day of your strength, 
in the splendor of the holy ones: 
I have begotten you from the womb 
before the rising of the day-star. 
 
The Lord has sworn an oath, 
and will not repent of it: 
You are a priest for ever 
after the order of Melchisedech. 
 
The Lord at your right hand 
destroys kings on the day of his wrath. 
 
He shall judge among the heathen; 
he shall pile up ruins 
And shatter72 skulls on many lands. 
 
He shall drink of the torrent in his way; 
therefore he shall lift up his head. 
 
  
                                                        
69 Translation based in part on Ron Jeffers, Translations and Annotations of Choral Repertoire. 
Vol. I: Sacred Latin Texts, (Corvallis, OR: earthsongs, 1988), 117–118. 
70 The original spelling has been retained. In some instances, it is spelled ‘paenitebit’ 
(Ingegnieri,Pitoni, Fabri) and in other instances it is spelled ‘poenitebit’ (ZWV 66 and 67). 
71 Incorrectly spelled ‘conquasabit’ in the Jeffers source. 




 Glória Pátri, et Fílio, 
et Spirítui Sáncto. 
Sícut érat in princípio, 
et nunc, et sémper, 
et in saécula saéculorum. 
Amen. 
Glory be the Father, and to the Son, 
and to the Holy Spirit. 
As it was in the beginning, 
is now, and ever shall be, 







Analysis: Dixit Dominus (ZWV 66) 
At approximately fourteen to sixteen minutes in duration, Dixit Dominus c.1725 
(ZWV 66) in A minor is Zelenka’s most extended setting of Psalm 109 (110). The work is 
scored for violins in unison, two violas, oboe(s), continuo (cello, contrabass, bassoon, 
organ, and possibly theorbo), SATB soli, and SATB chorus. Although the Inventarium 
lists two violins and two oboes, the autograph score only indicates a single violin part and 
a single oboe part.73 
 
 
Instrumentation and Orchestration 
The ranges of the instruments, choral vocal parts, and solo vocal parts are listed in 
Figure 2-1. During tutti chorus passages, the instruments typically double the choral parts 
as shown in Table 2-7, but are otherwise independent. For most of the work, the oboe 
plays only during tutti chorus passages where it doubles the soprano part. The one 
exception is in the vocal bass solo where the oboe doubles the violin line in certain 
locations.74 
  
                                                        
73 References to two oboes and two violins can be found in two locations in the autograph score. 
At the beginning of the first movement is written “violin 1 e 2” above the violin staff. The second 
location refers to both two violins and two oboes: at the entry of the violin part in movement three 
Zelenka writes “VV. 1 e 2” followed by “Oboe 1 e 2” above the violin staff. Despite these 
references, the piece contains just one violin part and one oboe part. Kohlhase notes that “oboe 
parts in tutti passages were performed two instruments per part.” See Jan Dismas Zelenka, Te 
Deum in D a due cori: ZWV 146, ed. Thomas Kohlhase (Stuttgart: Carus-Verlag, 2014), V. 
74 For additional details on the role of the oboe in the vocal bass solo, see the above analysis of 
the second movement of this work as well as the “Oboes” section of the accompanying ‘Edition 
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as the third movement, just twenty-five measures long. Zelenka set the final verse of the 
psalm as well as the first verse of the doxology in the fourth movement, ‘De torrente,’ a 
tenor aria. As was Zelenka’s frequent habit, he divided the doxology text so that the 
second verse of the doxology, ‘Sicut erat in principio’ (‘As it was in the beginning’), 
marks a literal repeat of the opening musical material, creating a musical pun that also 
produces a musical arch for the overall work. In the final movement of this work, ‘Sicut 
erat,’ Zelenka repeated the music from the first movement while making small rhythmic 
adjustments to accommodate the text. 
 
Table 2-8. Structure of Dixit Dominus (ZWV 66)76 
Movt. Text Key Style Scoring Meter Tempo Length 
(measures)
1 Vs.1 A minor chorus SATB ch., vln., 
vla. 1 & 2, [ob.], 
b.c. 
 Vivace 54 
2 Vss. 2–5 F concerted with 
ritornello & 
choral refrain 
SAB soli, tutti 3/4 Larghetto 221 









4 Vs. 7 
Dox. 1 
E minor aria T solo, vln., b.c. 3 (3/4)  88 
5 Dox. 2&3 A minor chorus tutti  Vivace 54 
  
                                                        
76 This table is a reproduction of Table 5.5 in Stockigt, Zelenka, 164. 
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1. Dixit Dominus 
The first movement, scored for tutti chorus and orchestra, is fifty-four measures 
long and is in  (4/4) meter throughout. Zelenka indicated a Vivace tempo in the first 
measure, which extends through the Adagio written at the final measure. The movement 
is in A minor and is through-composed, but consists of three main sections, each of 
which is defined in part with a change of key (see Table 2-9). The movement begins with 
a homophonic declamation of the text ‘Dixit Dominus’ with the full ensemble, which is 
repeated in the third measure, but shifted to the dominant harmony and to the third beat 
of the measure. This is followed by a short, three-measure fugato section (mm. 6–8) that 
presents the first half of the first psalm verse, cadencing in G major.  
 
Table 2-9. Structure of Dixit Dominus (ZWV 66), first movt. (‘Dixit Dominus’) 
Measures 
(Length) 
Text Key Section type 
1–8 
(8) 
Dixit Dominus A minor Mixed homophony & polyphony 
9–30 
(22) 
Donec ponam/Scabellum G Cantus firmus (S) & polyphony (ATB) 
31–52 
(24) 





The second large section (mm. 9–30) recalls the chant tradition by featuring the 
Gregorian fifth psalm tone (transposed up a step) which is sung by the sopranos as a 
cantus firmus. While the sopranos sing the second half of the first psalm verse in whole 
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the four psalm text verses followed by a closing ritornello (mm. 215–221), creating what 
is essentially a rondo form. 
As noted in the analysis of the first movement, Zelenka’s ritornelli provide the 
seed bed for musical ideas. In the case of ‘Virgam virtutis,’ the musical ideas found in the 
opening ritornello are found throughout the movement. The opening ritornello (Example 
2-11) consists of four phrases as outlined in Table 2-11. The first phrase features an 
ascending fourth melodic figure that first appears in the viola line, then is repeated a beat 
later in the violin line, followed by an inverted form in the continuo line one beat later 
again. This first phrase concludes with an authentic cadence in F major. The second 
phrase features an ascending dominant seventh arpeggio, whose root is chromatically 
modified to create a fully diminished seventh, which then resolves to a chord that is a 
whole step above where the progression began. The melodic figure and its accompanying 
harmonic progression appear once more as part of a stepwise ascending sequence, 
eventually cadencing on A major in m. 11. The third phrase features a variation of the 
motives from the second phrase with both descending triads in the violin line and 
ascending triads in the viola line. Like the second phrase, the third phrase also features a 
stepwise ascending sequence, this time cadencing on F minor. The fourth phrase is 
characterized by an ascending minor sixth interval in the violin line, which then descends 
stepwise. Over the course of the phrase, the tonality shifts from F minor to the parallel 
key of F major, the home key for this movement.  
Following the opening ritornello is the second psalm verse, which is sung soprano 
solo (mm. 20–31). The first five measures of this section (mm. 20–4) repeat the violin 
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melody from the first five measures of the opening ritornello, this time split between the 
soprano soloist and the violin. This is then followed a new figure which consists of a 
series of first inversion triads consisting of a principal chord alternating with an ‘upper 
neighbor’ chord. This new figure, which is related to the neighbor motion of the first four 
measures of the opening ritornello, alternates between the violins, violas, and continuo, 
and the soprano, violins, and violas (see the bracketed figures in Example 2-12). This 
series of first inversion triads is found in each of the four solo sections of this work, each 
time on a phrase from the second phrase of the psalm verse.82 
  
                                                        
82 Other instances are: mm. 58–62a on psalm verse 3, ‘in splendoribus sanctorum’ (soprano solo); 
mm. 95–100 on psalm verse 4, ‘non poenitebit eum’ (alto solo); and mm. 176–177 on psalm 
verse 4, ‘in die irae suae’ (bass solo). 
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Table 2-10. Structure of Dixit Dominus (ZWV 66), second movt. (‘Virgam virtutis’) 
Measures Length 
(measures) 
Section type Key Scoring 
1–19 19 ritornello F vln., vla. 1 & 2, b.c. 
20–31 12 solo (verse 2) F S solo, vln., vla. 1 & 2, b.c. 
32–41 10 refrain C tutti 
42–50 9 ritornello Bb vln., vla. 1 & 2, b.c. 
51–71 21 solo (verse 3) G minor S solo, vln., vla. 1 & 2, b.c. 
72–81 10 refrain D minor tutti 
82–89 8 ritornello G minor vln., vla. 1 & 2, b.c. 
90–102 13 solo (verse 4a) A minor A solo, vln., vla. 1 & 2, b.c. 





A solo, SATB ch., ob., vln., vla. 1 & 2, 
b.c. 
116–134 19 duet (verse 4b) D minor SA duet, vln., b.c. 
135–139 5 refrain C tutti 
140–144 5 ritornello C minor
to 
C 
vln., vla. 1 & 2, b.c. 
145–188 44 solo (verse 5) C 
to 
F 
B solo, vln., vla. 1 & 2, b.c. 
189–214 26 refrain F tutti 
215–221 7 ritornello F vln., vla. 1 & 2, b.c. 
 
Table 2-11. Structure of the opening ritornello of Dixit Dominus (ZWV 66), second movt. 
(‘Virgam virtutis’) 
Measures Length (Measures) Description 
1–4 4 Ascending fourth ‘Virgam’ melody 
5–10 6 Ascending dominant seventh arpeggio sequence 
11–4 4 Overlapping descending and ascending triad arpeggios 
15–9 5 Ascending minor sixth followed by stepwise descent 
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between the continuo and viola, both at pitch and in transposition. As can be seen in 
Example 2-13, the phrase consists of four different figures, labeled ‘w’ through ‘z,’ 
which frequently overlap each other. The melodic figure sung by the soprano on the 
words ‘Tecum principium’ (mm. 51–52, labeled ‘w’ in Example 2-13) is derived from 
the melodic figure found in the violin part in the first two measures of the opening 
ritornello. The figure labeled ‘x’ in Example 2-13 is derived from five continuo line notes 
which are also found in the first two measures of the opening ritornello (mm. 1d–2), and 
the figure labeled ‘z’ is derived from the descending arpeggios found in the violin part in 
the third phrase of the opening ritornello (mm. 11–13). The figure labeled ‘y’ appears to 
be a new motivic idea. The second phrase of the second soprano solo section (mm. 58–
66) recalls the series of first inversion chords alternating with an upper neighbor that first 
appeared in the previous soprano section. The third phrase of this section (mm. 66–71) is 
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beginning of the opening ritornello. Following a canonic ‘echo’ in the first violin part of 
the opening alto figure is a short section (mm. 93–96) that recalls the third phrase of the 
opening ritornello (mm. 11–14). The alto solo concludes with a series of figures that 
recall the alternating first inversion chords (mm. 96–102). This is followed by two choral 
refrains (mm. 103–108 and 111–116) which are briefly interrupted by a short soprano 
solo (mm. 108–111). The words and music of this short soprano solo are the same as the 
concluding measures of the alto solo (mm. 100–103) transposed up a fourth. The second 
verse of the fourth psalm verse continues in mm. 116–134, this time as a soprano-alto 
duet consisting mostly of sequential passages, which are punctuated by the violin 
arpeggios that recall elements of the second and third phrases of the opening ritornello.  
Following a short choral refrain (mm. 135–140) is a short ritornello, which, like 
the previous ritornello, is based on the fourth phrase of the opening ritornello. The 
extended bass solo on the fifth psalm verse (mm. 145–189) is noteworthy for the wide 
two-octave range from F2 up through F4 that is demanded of the soloist. As with the solo 
melody that opened the initial setting of each psalm verse in this movement, the opening 
solo bass melody (mm. 145–150) is based on the violin melody in the opening measures 
of the movement. This is followed by a section (mm. 150–165) that recalls the second 
and third phrases of the opening ritornello. The bass solo is interrupted by a brief 
ritornello that features a chain of 7–6 suspensions that is based on a similar figure heard 
earlier in the bass solo (Example 2-14 and Example 2-15). The concluding bass solo 
section (mm. 170–188) is based on the second phrase of the opening ritornello (mm. 170–
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Following an extended refrain (mm. 189–214), the movement concludes with a 
final ritornello that closely follows the fourth phrase of the opening ritornello. As the 
preceding analysis has shown, the ideas presented in the opening ritornello are found 
throughout this, the longest movement of the work. 
The choral refrain repeats the last line of the second psalm verse, ‘dominare in 
medio inimicos tuos’ (‘rule thou in the midst of your enemies’). Stockigt notes that, of 
the six extant psalm settings that use a choral refrain, this is the only work that does not 
use the opening psalm verse.85 In the case of this work, perhaps Zelenka sought to depict 
the Lord ruling in the midst of his enemies by literally bringing this music back in the 
‘midst’ of each verse of the psalm text. 
As illustrated in Example 2-17, each of the choral refrains is characterized by 
long, single-pitch notes in one voice on the word ‘dominare.’ The steadiness of this pitch 
likely is intended to evoke the Lord’s steadiness and strength. The other three voices sing 
the remaining text, ‘in medio inimicorum tuorum’ (‘in the midst of your enemies’) in 
much quicker eighth notes, notably with the word ‘inimicorum’ divided by a rest.86 In the 
many iterations of this refrain, the long-note ‘dominare’ part appears only in the tenor 
and alto voices. The result is that the ‘dominare’ voice is aurally surrounded by the 
‘enemy’ voices in every instance of the refrain. The combination of single-pitched long 
notes, which are only found in the inner voice parts, strongly suggests that Zelenka did in 
                                                        
85 The psalm setting that use a choral refrain are Dixit Dominus c.1725 (ZWV 66); Beatus vir 1725 
(ZWV 75); Laudate pueri c.1725 (ZWV 82); Lauda Jerusalem 1727 (ZWV 104); Magnificat 
c.1727 (ZWV 107); Confitebor 1729 (ZWV 71). See Stockigt, “Vespers Psalms,” 324. 
86 The slow moving pitch in one voice surrounded by rapidly moving voices is often seen in the 
works of Handel, mostly famously in the ‘Hallelujah’ chorus from his Messiah oratorio of 1741. 
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fact view the ‘dominare’ voice as representing the Lord. Harmonically, the refrains 
alternate between tonic and dominant chords, with the ‘dominare’ pitch on the dominant 

































fanfares often announced the arrival of royalty, the fanfare-like figure accompanying 
‘dominare’ again suggests that the voice singing this part represents the Lord. The faster 
moving ‘enemy’ voices are accompanied by the upper and middle strings and continuo 
playing in octaves on a melodic figure that follows the vocal bass. Sixteenth note 




3. Judicabit in nationibus 
The third movement sets the sixth psalm verse, ‘Judicabit in nationibus,’ in a style 
that Stockigt refers to as a Szene: 
Those enclosed dramatic episodes found at specific points in Mass and certain 
psalm settings, are musical-dramatic plans built up of subsections in which a 
number of diverse elements are incorporated in close proximity. In Zelenka’s 
psalm settings these include a variety of musical techniques and musical-
rhetorical figures comprising great pauses, silences, tempo alterations, changes of 
metre, use of the stile concitato, short fugal expositions, and conglomerations of 
fantastic harmonic progressions, all employed to depict the high drama of the text 
at particular points.87 
 
Stockigt also points out that beginning with Monteverdi, composers frequently employed 
Szenen at points of psalm texts that depict “Godly power, judgement, retribution or fear 
of the Lord.”88 The text of verse six of this psalm, ‘He shall judge among the heathen; He 
shall pile up ruins and shatter skulls on many lands,’ clearly illustrates the power, 
judgment, and retribution of the Lord. As will be seen, every musical element described 
                                                        
87 Stockigt, Zelenka, 164. 
88 Stockigt, “Vespers Psalms,” 305–306. 
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in the quotation above is included in this short movement of just twenty-five measures: 
conglomerations of fantastic harmonic progressions (mm. 1–7), great pauses and silences 
(m. 4), tempo alterations (Grave, Allegro, Vivace), changes of meter (common time 
and 3/2), and short fugal expositions, which in this case also incorporate stile concitato 
(C section). 
As illustrated in Table 2-12, Zelenka divided the text into three ideas, each of 
which is assigned its own tempo indication and metrical idea.89 While the majority of the 
movement is in common time  meter, the second section also alternates between 
common time  meter and 3/2 meter. 
 





Meter Tempo Text 
A 1–7 
(7) 

















 Vivace Conquassabit capita in terra 
multorum 
 
Stockigt noted that any Szene from Zelenka’s psalm settings includes “strings of 
dominant and diminished 7th chords creating rich and often bizarre conglomerations of 
                                                        
89 While the second section (mm. 8–15) contains both ‘Allegro’ and ‘Vivace’ tempo indications, 
these likely merely indicate that the underlying metric pulse should remain consistent when 
switching from  meter to 3/2 meter and vice versa. For a detailed discussion on this topic, see 
the accompanying ‘Edition Notes’ section for this work in chapter five. 
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sound where the progressions are frequently obscured by suspensions and chromatic 
alterations.”90 As can be seen in Example 2-18, the A section of this movement (mm. 1–
7) certainly follows this description. As the analysis below reveals, the harmonies in the 
middle of this section are passing harmonies that connect the opening C minor harmony 
to the harmonic goal of this phrase, the E dominant seventh chord in m. 7.  
  
                                                        
90 Stockigt, “Vespers Psalms,” 431. 
  





The C minor opening harmony moves chromatically to a C dominant seventh 
harmony on the fourth beat of the first measure. This chord does not function as a 
dominant seventh chord, however, but as a passing chord that moves to a Bb minor 
seventh chord following a 2–3 bass suspension (m. 2). This leads to another dominant 
seventh harmony, this time on F and in first inversion (m. 3). This chord is sustained in 
the instruments via a fermata on the downbeat of m. 4, which is followed by a beat of 
silence, both stylistic elements of Szenen that were noted earlier. This dominant seventh 
harmony is not functional either: Zelenka chromatically raised the F to F#, creating an F# 
fully diminished chord (m. 4) that leads to G minor (m. 5), marking the first standard 
harmonic resolution. Another dominant seventh harmony, this time on E, is reached via 
chromaticism, and a 2–3 bass suspension (mm. 6–7) and resolves to A minor, the first 
authentic cadence in this movement. This cadence prepares the A minor tonality of the 
second large section. Following the resolution to A minor in m. 7, Zelenka quickly 
moved to a D# fully diminished seventh chord, which functions as a secondary leading 
tone chord of the dominant harmony (E major) that begins the second section (m. 8).  
The harmony of the A section features a chromatically ascending line (Table 
2-13), which is not immediately evident because it moves among different voices in the 
texture. Simultaneously, the continuo line slowly descends by step from C down to E in 
m. 7 (Table 2-13). When this chromatically ascending upper line is combined with the 
stepwise descending continuo line, Zelenka’s harmonic plan becomes clear: the function 
of these two voices is to connect the opening C minor harmony to the harmonic goal of 
the phrase, the E dominant seventh chord in m. 7. All of the harmonies formed between 
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these chords are merely passing harmonies resulting from these two voices moving in 
contrary motion. 
 
Table 2-13. Chromatic voice-leading in Dixit Dominus (ZWV 66), third movt. (‘Judicabit in 
nationibus), mm. 1–7 
Harmony Cm C7 Bbm7 F7 F#°7 Gm E7 Am 
Chromatic voice-
leading strand 
Eb E F F F# G G# A 
Continuo line pitch C C C to Bb A A G F to E A 
 
Another important element of the A section is the pulsing eighth note rhythm in 
the instruments, which ceases only at the fermata and rest at m. 4. While the upper-voice 
instruments (oboe, violin, violas) double the choral voices in the standard instrumentation 
method for the period (oboes and violins double soprano, viola 1 doubles alto, viola 2 
doubles tenor), what is unusual about this section is that the continuo line often is 
independent from the vocal bass line (mm. 2–4, 6–7a). The slow tempo, sustained vocal 
lines, pulsing instruments, as well as the unusual chromaticism and harmonic 
progressions all contribute to a sense of the solemnity and gravity of the Lord’s 
judgment. 
The text ‘implebit ruinas’ (‘[He shall] pile up ruins’) forms the second section of 
this movement (section B, mm. 8–15), which begins with a dramatic shift to an allegro 
tempo and a marked increase in rhythmic activity in the orchestra. Zelenka depicted the 
piling up, and subsequent fall, of ruins with a motive that is first heard in the 
contrabass/bassoon line at the beginning of this section (m. 8) and again two beats later in 
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the violin part (another example of Zelenka’s canonic treatment of motives).91 This 
motive, labeled ‘x’ in Example 2-19, consists of a melodic skip upward followed by a 
rapid scalar octave descent, presumably to depict objects being hurled up then falling 
back to earth. A related motive, labeled ‘y’ in Example 2-19, features descending triadic 
arpeggios that span an octave. A rhythmic motive, labeled ‘z’ in Example 2-19, first 
appears in the violas. When it is repeated in m. 9, Zelenka varied it to include an octave 
leap down.92  
In contrast to the rhythmic intensity of the instrumental parts, the vocal parts 
feature homophonic declamation of the text in relatively slow rhythm, perhaps to 
represent the Lord’s strength. Here again Zelenka incorporated the descending octave 
leap, this time in the vocal bass on the word ‘ruinas’ (m. 11).93 On the downbeat of m. 11 
Zelenka took the unusual step of placing the vocal bass above the tenor voice in order to 
descend an octave. Zelenka could have avoided this tenor-bass part crossing by shifting 
the vocal bass part down an octave, but placing the bass voices in a higher register where 
they will be perceived more prominently makes the octave jump stand out. This octave 
jump also recalls the octave jump heard in the first two violin notes of the opening 
movement. Zelenka also could have placed this octave leap in an upper voice, such as the 
soprano, which would also have given the figure aural prominence. Zelenka frequently 
                                                        
91 Stockigt notes that the autograph score for Dixit Dominus c.1725 (ZWV 66) is the only one of 
Zelenka’s psalm settings to reference the violone or the bassoon (‘fagotti’). See Stockigt, 
“Vespers Psalms,” 362. 
92 This ‘z’ motive returns in the final bar of the third movement, this time in the continuo line, 
creating a continuity of musical ideas. 
93 The shape of the vocal bass line on the word ‘ruinas’ closely matches that of motive ‘x’ in 
Example 2-19, but with the notes that fill in the octave descent removed. 
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used bass voices descending from a high tessitura to depict the voice of the Lord coming 
down from on high. The fact that Zelenka was willing to break the well-established ‘rule’ 
of avoiding crossed-parts in order to include this octave leap indicates the importance of 
both this musical-rhetorical figure in depicting ‘implebit ruinas’ and in the vocal bass 
representing the voice of the Lord. A close examination of the B section of this 


































followed by two measures in 3/2 meter.94 Harmonically, the B section is quite simple, 
alternating between E major and A minor harmonies in a dominant-tonic relationship. 
Zelenka concluded the first four-measure phrase with a half cadence on E major (m. 11). 
In the second four-measure division (mm. 12–15), he reversed the harmonic relationship 
to end with an authentic cadence on A minor. Zelenka also shifted the time distance 
between the canonic entries of the outer instruments: the contrabass/bassoon ‘x’ motive 
of the second phrase actually begins on the final measure of the first phrase (m. 11), three 
beats earlier than in the first in the first phrase. Additionally, relative to the 
contrabass/bassoon ‘x’ motive in the second phrase (m. 11), the violin’s ‘x’ motive 
begins a beat later than it did in the first phrase. In other words, Zelenka used the ‘x’ 
motive to elide the two phrases while at the same time shifting the time distance between 
the canonic entries of the outer instruments. Eliding this outer-voice canon between the 
two phrases creates melodic interest that ties the first phrase to the second. Zelenka’s 
ability to take a motivic cell and to subtly and deftly modify and transform it has already 
been demonstrated. The B section of this movement demonstrates his skill at modifying 
and transforming a larger cell, in this case a four-measure phrase. 
The third and final section of this movement (section C, mm. 16–25) sets the text 
‘conquassabit capita in terra multorum’ (‘he shall shatter skulls on many lands’) and returns 
to the common time meter of the A section. Where the B section primarily featured the 
instruments, the C section features the choral voices in a fugato texture with the 
instruments merely doubling the choral voices. The choral voices enter in imitation 
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4. De torrente 
The fourth movement features a virtuosic tenor aria accompanied by continuo 
instruments with violins doubling at the octave.95 Stockigt noted that the water mentioned 
in the text, ‘De torrente in via bibet’ (‘He shall drink of the torrent/stream in his way’), 
inspired a number of Zelenka’s contemporaries to set this movement as a gentle, flowing 
vocal solo accompanied by strings.96 In fact, according to Stockigt, this aria was 
borrowed from Zelenka’s earlier work, the soprano aria ‘Mater Christi’ from the Litaniae 
Lauretanae (ZWV 149) of 1718, which was a gentle aria consisting of mostly eighth 
notes.97 A comparison of the continuo line of the opening ritornello is shown in Example 
2-23.98 This movement, however, with its frequent sixteenth note figures creates the 
image of a raging torrent. 
The movement is set in two large sections, both of which are bookended with 
ritornelli. As illustrated in Table 2-14, the final psalm verse forms the A section and the 
first verse of the doxology forms the B section. In terms of key areas, the movement 
follows a fairly common Baroque practice of shifting to the relative major key (G major) 
for the B section before returning back to the home key of E minor. 
  
                                                        
95 For details on Zelenka’s notation of this movement and the questions that result, see the 
‘Edition Notes’ section of chapter five. 
96 Stockigt, “Vespers Psalms,” 302. 
97 Stockigt, “Vespers Psalms,” 302–304. 
98 Stockigt provides a comparison of the first sixteen bars of these two arias and also includes the 

































































































Similar to the second movement, the opening ritornello is ten measures long and 
consists of four different figures, as illustrated in the bracket figures in Example 2-24. 
The first bracketed region is based on the five-note stepwise descending figure first seen 
in the opening measures of the soprano part in the first movement and is repeated in the 
opening notes of the tenor solo (mm. 10–11). The second bracketed figure is a variation 
on the ‘x’ motive found in the third movement, which is itself a variation on the violin’s 
descending octave leap found in the first two notes of the opening movement. The third 
bracketed figure features a type of modified ‘turn’ figure as well as a three-note pickup 
that resembles the ‘z’ motive from the third movement. The fourth bracket identifies yet 
another figure that is based on an octave leap, this time an ascending octave leap with the 
upper note embellished with a lower neighbor tone. The opening ritornello concludes 
with an octave leap down (m. 10). The four figures bracketed in Example 2-24 aurally 
represent rushing water and are found in various forms throughout the movement in both 
the tenor solo and in the accompaniment. 
The word ‘exaltabit’ (‘he shall lift up’) appears three times. The first two 
occurrences are set to an ascending figure that literally lifts the tenor into the higher tenor 
vocal range (Example 2-25). The highest tenor note in the aria, G4, appears only three 
times in the movement, all of which correspond with the three occurrences of the word 
‘exaltabit.’ Extended melismatic passages are found in each of the two main sections, on 
the words ‘exaltabit’ (mm. 32–43) and ‘Gloria’ (mm. 59–77), respectively.  
Harmonically, the movement follows contemporary practice. Worth noting 
because of Zelenka’s frequent use of it elsewhere, however, is the cadential progression 
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found at mm. 57–58. The F# chord at m. 57 marks the end of the phrase and functions as 
a dominant to the B minor chord the follows in m. 58. Typical compositional procedure 
for the period would suggest that the phrase would continue in B minor for at least a short 
period of time. Upon arriving at the B harmony, however, Zelenka quickly turns it into a 
B dominant seventh chord, which then resolves to E major (m. 60). The E major chord in 
turn becomes a dominant to the A minor chord that follows (m. 61).  
This rapid transformation of the cadential tonic harmony into a dominant seventh, 
essentially a shift to the subdominant key, is also seen in the second movement. The first 
instance in the second movement occurs at the beginning of the second phrase of the 
opening ritornello, where the dominant-function C major chord at m. 4 resolves to F 
major at the downbeat of m. 5. At m. 6 an Eb pitch is introduced, creating an F dominant 
seventh harmony. A similar progression is seen in the final refrain section in the second 
movement (mm. 203–205). Here the dominant-function C major chord at m. 203 resolves 
to F major at m. 204, which then becomes an F dominant seventh harmony in m. 205. 
This progression at the final refrain section creates a harmonic intensification that also 
allows Zelenka to extend the concluding refrain section. A similar progression is found at 
the end of Dixit Dominus (ZWV 67) where the G dominant seventh chord at mm. 88–89 
resolves to a C dominant seventh (m. 89), setting up a three-measure cadential extension 





































5. Sicut erat 
Zelenka took a literal interpretation of the second verse of the doxology text, 
‘Sicut erat in principio’ (‘As it was in the beginning’), by repeating the music of the 
opening movement. Although some rhythms are adjusted to accommodate the ‘Sicut erat’ 
text, the music of the final movement is exactly the same as the opening movement, 
creating a structural arch for the whole work. There are also some small differences in 
continuo figures with the most notable difference being two sections that are figured in 





The above analysis reveals Zelenka’s concern for creating a musically cohesive 
work. On a large scale, Zelenka concluded the work with a repeat of the opening 
movement, creating a structural arch for the overall work. In the extended second 
movement, ‘Virgam virtutis,’ he used a choral refrain as well as frequent employment of 
ideas from the opening ritornello from the movement. On a smaller level, the opening and 
closing movements reveal how Zelenka incorporated just a handful of motives that form 




Analysis: Dixit Dominus (ZWV 67) 
Dixit Dominus (ZWV 67) is a brief work in C major which is approximately three 
and a half to four minutes in duration. The work is scored for violins in unison, viola, 
oboe, continuo (cello, contrabass, bassoon, organ, and possibly theorbo), SATB soli, and 
SATB chorus. Although the original cover of the autograph score lists “oboe 2” with the 
other instruments, the only indication of an oboe part in the score itself is the “VV” 
directive added above the violin part in m. 27 and the “tutti” directive added directly 
below the violin part in m. 29.99 The ink color and writing style of the ‘VV’ and ‘tutti’ 
directives on the violin line are both similar to the surrounding text, which, when 
combined with the oboe listing on the cover page, would seem to indicate that Zelenka 
originally conceived of the work with oboe.100 
An eighteenth-century copy of the parts, which were held by the Cathedral of St. 
Vitus in Prague, included two trumpet (‘clarini’) parts in C, but no oboe part. The Prague 
parts also included two violin parts that are essentially the same part with very minor 
variations, likely copy errors and omissions.101 
  
                                                        
99 Zelenka used ‘VV’ to indicate that only violins should play, which implies that the oboes are 
tacet. ‘Tutti’ indicates that both violins and oboes should play. For more details about the oboe 
part in Zelenka’s autograph score, see the ‘Edition Notes’ section for Dixit Dominus (ZWV 67) in 
chapter five. 
100 In other works, such as Zelenka’s Dixit Dominus (ZWV 66), the oboes are clearly a later 
addition. 
101 For more details about the Prague parts, see the ‘Source B’ information for Dixit Dominus 
(ZWV 67) in the ‘Sources’ section of chapter five. A transcription of these two violin parts is 
included in the ‘Source B’ edition of Dixit Dominus (ZWV 67) that is included in the Appendix. 
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Instrumentation and Orchestration 
The ranges of the instruments, choral vocal parts, and solo vocal parts are listed in 
Figure 2-2. The violin part is independent, and except for a few locations where the 
violins are tacet during some of the vocal solo sections (e.g. mm. 13–17, 60–67, etc.), the 
violins play through all sections. One exception is during the ‘Gloria Patri’ section (mm. 
61–67), which is sung by tenor and bass soloists. The viola plays during ritornelli and 
tutti choral sections, but is tacet during all vocal solo sections. The viola part frequently 
doubles the choral tenor voice, usually at pitch, except in mm. 39–42a where it doubles at 
an octave above. As noted in the accompanying ‘Edition Notes’ for this work, exactly 
when the oboe plays is unclear based on Zelenka’s autograph score. It does seem likely 
that when the oboe plays, it doubles the violin part. 
Zelenka wrote just one violin part rather than the more standard instrumentation 
for two violins. Although the violins play in every section except the above noted ‘Gloria 
Patri’ section, it is worth noting that the violin orchestration is considerably lighter in the 
solo sections compared with the tutti chorus sections. Although the violin writing is much 
more active in the tutti chorus sections, it remains relatively simple, consisting of mostly 
eighth notes. Stockigt does note, however, that Zelenka incorporated an element of stile 
concitato102 in the violin part at the fifth verse of the psalm text ‘Dominus a dextris tuis, 
confregit in die irae suae reges’ (‘The Lord at your right hand has broken kings on the 
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leaps more than a fourth is in mm. 35–36 where the sopranos briefly sing the previously 
discussed tonic-dominant motive in canon with the bass. The chorus tenor and bass lines, 
however, contain melodic leaps of at least an octave in all tutti chorus sections except for 
the tenor part in verse five of the psalm text. Furthermore, the tonic-dominant motive that 
appears frequently in the continuo and vocal bass lines in the tutti chorus sections is 
instrumental in conception and is challenging to sing accurately (Example 2-28). All of 
these factors became immediately apparent to this author upon rehearsing with work with 
an advanced high school choir of students aged fourteen to eighteen years old: the 
soprano and alto parts are rather easy to learn, whereas the tenor and bass parts are 
significantly more challenging.  
The above factors all strongly suggest that the soprano and alto lines were written 
for the young Kapellknaben boys whose voices remained unchanged and whose 
musicianship was still developing.105 The vocal writing also clearly suggests that Zelenka 
was adept at writing music that matched the skill level of these young musicians. In 
addition, the lightly scored violin part, particularly in the solo sections, gives added 
weight to Stockigt’s assertion that this piece likely was written for performance by the 
Kapellknaben, since young soloists could easily be overpowered by a busy violin section. 
  
                                                        
105 Stockigt also suggested that Dixit Dominus (ZWV 67) was written for the Kapellknaben. See 
Stockigt, “Vespers Psalms,” 454. 
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Soprano 3 6 3 4 
Alto 4 5 4 4 
Tenor 8 8 4 8 




The work consists of a single movement of ninety-two measures and is in  (4/4) 
meter throughout. Zelenka indicated a Vivace tempo in the first measure, which extends 
through to the Adagio written at the final measure. The large-scale structure of the work, 
as outlined in Table 2-16, is in ternary form.106 The A section begins in C major and 
concludes on the downbeat of m. 37 with a perfect authentic cadence in G major. This is 
followed by a fermata on the rest in the second beat of the measure, giving an aural pause 
that helps define the ending of this section. The B section begins on the fourth beat of m. 
37, using the concluding G major triad of the A section as the dominant for the return of 
C major.107 The thirty-measure B section travels through a number of different key areas 
before returning to C major. As was Zelenka’s frequent habit, he divided the doxology 
text so that the second line of the doxology, ‘Sicut erat in principio’ (‘As it was in the 
                                                        
106 Stockigt refers to this work as through-composed, since it was customary to repeat the opening 
music beginning with the text ‘Sicut erat in principio’ (‘As it was in the beginning’). See 
Stockigt, “Vespers Psalms,” 454. 
107 The text stress on the words ‘Dominus a dextris tuis’ which begin the B section places 
unstressed text syllables on metrically strong beats, resulting in ‘DomiNUS a dextris tuIS.’ Given 
the concern Zelenka showed elsewhere for aligning the metric stress with the text stress, the text 
underlay at the beginning of the B section is unusual. 
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beginning’), marks a literal repeat of the opening musical material, creating a musical 
pun that also produces a musical arch for the overall work. In this work, the ‘Sicut erat in 
principio’ text is preceded by a return of the opening ritornello (m. 68), which marks the 
beginning of the A' section. Although the first eight measures of the A' section are nearly 
identical to the A section, the remaining measures are newly composed, though they 
make use of material used earlier in the work.  
 
Table 2-16. Large-scale form of Dixit Dominus (ZWV 67) 
Section Measures Length (measures) 
A 1–37 37 
B 38–67 30 
A' 68–92 25 
 
A brief work such as this does not permit an extended treatment of any verse of 
the psalm text, preventing Zelenka from incorporating any choral Szenen, dramatic 
episodes that feature a variety of musical techniques in close proximity.108 One possible 
option would be to set multiple lines of text simultaneously, a device sometimes referred 
to as ‘telescoped’ text. Zelenka did use this device in at least two works from this general 
period, although both of these are settings of the lengthy text of psalm 113, In exitu 
Israel.109   
                                                        
108 For a more detailed description of Szenen, see the analysis of the third movement, ‘Judicabit in 
nationibus,’ of Dixit Dominus (ZWV 66) that is found earlier in this chapter. 
109 These two In exitu Israel settings are ZWV 83, composed in 1725, and ZWV 84, composed in 
c.1728. Zelenka’s setting of Dixit Dominus (ZWV 67) does feature overlapped text in one brief 
location (mm. 22–23) where the end of verse two (‘Virgam virtutis’), sung by the tenor soloist, 




Table 2-17. Structure of Dixit Dominus (ZWV 67) 
Verse Text Key Section 
type 
Scoring Measures 
– – C ritornello vln., [ob.], vla., b.c. 1–5 
1a–1b Dixit Dominus C chorus tutti 5–9 
1c–1d Donec/scabellum C duet SB soli, vln., [ob.], b.c. 9–15 
2 Virgam virtutis G solo T solo, vln., [ob.], b.c. 15–23 
3 Tecum principium A minor solo A solo, vln., [ob.], b.c. 22–29 
4 Juravit Dominus E minor chorus tutti 29–37 
5 Dominus a dextris C chorus tutti 37–44 
6 Judicabit in nationibus D minor solo B solo, vln., [ob.], b.c. 44–53 
7 De torrente F duet SA soli, vln., [ob.], b.c. 53–61 
Dox. 1 Gloria Patri A minor duet TB soli, b.c. 61–68 
– – C ritornello vln., [ob.], vla., b.c. 68–72 
Dox. 2 Sicut erat C-G-C chorus tutti 72–92 
 
Zelenka did not mark the lines of the text via changes of tempo or meter; instead, 
he articulated each line of text through variation of key and vocal forces. As Table 2-17 
illustrates, with the exception of the first psalm verse, Zelenka changed the key and vocal 
forces for each verse of the psalm text as well as each line of the doxology text. With the 
exception of the ‘Sicut erat’ text that concludes the piece, each line of text is set to 
between just five and ten measures of music. What is remarkable is how frequently and 
smoothly Zelenka changes keys in such short periods of time. In just ninety-two measures 
there is a total of ten changes of key, with all five closely related keys to C major 
represented (A minor, G major, E minor, F major, and D minor). 
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There are five main vocal sections consisting of tutti chorus alternating with vocal 
soloists as illustrated in Table 2-18. The central tutti chorus section marks the division 
between the large-scale A and B sections: verse four ends the A section and verse five 
begins the B section. The central tutti chorus section also marks a structural point of 
symmetry: on each side of the central tutti chorus section is a solo section, each setting 
three lines of text. The overall work is framed by ritornello-chorus sections. Thus 
Zelenka creates structural symmetry on two different levels: a large scale ternary 
symmetry as seen in Table 2-16, as well as a lower-level symmetry as seen in Table 2-18. 
 
Table 2-18. Structure of vocal forces in Dixit Dominus (ZWV 67) 
Section Ritornello Chorus Soli Chorus Soli Ritornello Chorus 
Verse – Vs. 1a–1b Vss. 1c–3 Vss. 4–5 Vss. 6–7, 
Dox. 1 
– Dox. 2 
Measure # 1 5 10 29 44 68 72 
Length 
(measures) 




Zelenka accomplished these frequent key changes in part through the use of a 
continuo motive, accompanied by an arpeggiated figure in the violin part, which appears 
throughout the work. The frequent recurrence of this motive and its accompanying violin 
figure, henceforth referred to as the tonic-dominant motive, also helps unify the overall 
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the doxology.110 When comparing the motive to the key area of the section, it can be seen 
that the harmonic function of the ‘tonic-dominant’ motive varies. In addition, while in 
most cases the motive functions as a ‘tonic-dominant’ relationship, Zelenka sometimes 
reverses the order, creating a dominant-tonic relationship. The dominant-tonic form of 
the motive is always part of a sequence that is preceded by the original tonic-dominant 
form of the motive. Reversing the harmonic relationship to dominant-tonic provides 
harmonic drive to a new key area. Zelenka also uses the tonic-dominant motive as a 
sequence to quickly move to a new key area, most notably in mm. 56–58 where he 
transitions from tonic notes of F, G, then A, leading to the new key area of A minor. 
The violin figure that accompanies the tonic-dominant motive is also worth 
noting. The initial entry of the figure (see Example 2-28) features an arpeggio that 
outlines the tonic harmony of the tonic-dominant motive. In the first two instances of this 
motive (mm. 4 and 8) and the equivalent locations in the A' section (mm. 71 and 75), the 
violin figure is also accompanied by a viola figure which is rhythmically offset by a beat 
and which outlines the dominant harmony. Each time Zelenka introduces the tonic-
dominant motive or its dominant-tonic variant in the continuo line, the violin plays an 
accompanying figure that is either an exact repetition of the initial figure or variant of it. 
The one exception is in verse 1a at the text ‘scabellum pedum’ (‘footstool’) where the 
violin plays the tonic-dominant motive in canon with the continuo line. The octave drop 
in the solo bass and solo soprano voices on the word ‘pedum’ (‘foot’) combined with the 
                                                        
110 Stockigt notes that the first verse of the doxology follows a formula that is found in the 
settings of at least three settings from 1728, which perhaps explains why this is the only verse that 
does not include the ‘tonic-dominant’ motive. See Stockigt, “Vespers Psalms,” 340–342 and 454. 
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leaping motion of the ‘tonic-dominant’ motive in canon between continuo and violin 
likely expresses some type of musical-rhetorical significance for Zelenka. 
 
Table 2-19. Locations of the ‘tonic-dominant’ motive in Dixit Dominus (ZWV 67) 
Measure(s) Harmony Key Area Verse 
4 F-C (I-V) C (ritornello) 
8 F-C (I-V) C 1a 










A minor 3 


















– – A minor Dox. 1 











C (mm. 72–76) 
G (mm. 77–89) 
C (mm. 89–92) 
Dox. 2 
 
Another motive, related to the tonic-dominant motive, is also found in the 
continuo part and functions as a type of cadential 6/4 figure. The first instance occurs in 
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Table 2-20. Locations of the ‘cadential 6/4’ motive in Dixit Dominus (ZWV 67) 
Measure(s) Harmony Key Area Verse 
14–15 D-G (V-I) To G To Vs.2 
27–28 B-Em (V-i) To E minor To Vs.4 
42–43 A-Dm (V-i) To D minor To Vs.6 
52–53 C-F (V-I) To F To Vs.7 
59–60 E-Am (V-i) To A minor To Dox. 1 
88–89 G-C (V-I) To C  




89–90 C-F (V-I) To C 
(Secondary 




Zelenka’s final usage of the cadential 6/4 motive occurs in quick succession 
(Example 2-30). At mm. 88–89, this motive serves as the dominant harmony for the 
cadence back into the home key of C major. Upon cadencing in C on the relatively weak 
third beat of m. 89, however, Zelenka immediately introduces the cadential 6/4 motive 
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The relative simplicity of the soprano and alto parts combined with just a single 
violin line rather than usual two strongly suggest that this work was written for the 
Kapellknaben. Although a relatively brief work, Zelenka achieved a remarkable degree of 
variety within the work by setting each verse to its own key and combination of vocal 
forces. His use of key motivic figures throughout the work, however, creates a sense of 





Analysis: Dixit Dominus (ZWV 68) 
At approximately twelve minutes in duration, Dixit Dominus 1728 (ZWV 68) is 
the second longest of Zelenka’s three extant settings. The work was originally scored for 
violins 1 and 2, viola, oboe, and continuo (cello, contrabass, bassoon, organ, and possibly 
theorbo), SATB soli, and SATB chorus. Because the Dresden trumpets were tuned in 




Instrumentation and Orchestration 
For the most part, the soprano and alto vocal parts remain within a moderate vocal 
range, with a distance from the lowest to the highest note spanning about an eleventh. 
Although the choral alto voice briefly extends to a low G3 in two locations (movt. 1, mm. 
68 and 114), the notes of the choral alto part generally do not extend below the treble 
staff. Likewise, the choral tenor part generally does not extend above or below the staff. 
One obvious exception is in the third movement when the tenor part drops an octave from 
A3 to an unusually low A2 pitch. By contrast, the ranges for the vocal bass and the solo 
bass are quite large, spanning a full two octaves for the solo bass and nearly two octaves 
in the choral bass. 
                                                        
111 Stockigt, “Vespers Psalms,” 313. 




The instrumental parts take full advantage of the range of the instruments, 
extending down to the lowest playable note in most cases. The oboe part is colla parte 
throughout, which requires octave adjustments in some cases. One example is in m. 9 of 
the canonic ritornello that opens the first movement (Example 2-33). The B3 and A3 
pitches of this measure extend below the playable range of the instrument. In the 
published Carus-Verlag edition,113 the B3 and A3 pitches have been transposed up an 
octave. The C#4 pitch on the downbeat of this measure, while playable on a modern 
instrument, would have been difficult to play on a Baroque oboe. In the Carus-Verlag 
edition, this pitch has remained as originally notated, but Stockigt notes that evidence 
from existing parts suggests that this particular pitch would have been avoided.114 
As is typical of the era, the timpani part assumes just two drums, one ‘high’ drum 
tuned to the tonic and the other a ‘low’ drum tuned to the dominant. The trumpet parts 
generally remain in the clarino register. Except for the last four measures of the final 
movement, the first trumpet plays notes from the ninth partial of the harmonic series up 
through the sixteenth partial of the harmonic series.115 At one point in the first movement, 
the first trumpet is required to play the eighteenth partial. Given that notes above the 
sixteenth partial are difficult to play, Zelenka’s inclusion of this note indicates the 
virtuosity of the players at his disposal.116 The second trumpet generally plays between 
the eighth and twelfth partials, although in two brief locations the second trumpet has to 
                                                        
113 Jan Dismas Zelenka, Dixit Dominus in D, ed. Matthias Hutzel (Stuttgart: Carus-Verlag, 1984). 
114 See Stockigt, “Vespers Psalms,” 381. 
115 For information on the harmonic series of valveless brass instruments, see Samuel Adler, The 
study of orchestration, 298–299. 
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placed double bar lines at three locations in the autograph score, indicating that the work 
consisted of three separate movements. Stockigt noted, however, that “the tonal 
relationships…do not support this division in movements.”119 As can be seen in Table 
2-21, neither the first, nor the second movement end in the key in which they began. 
 
Table 2-21. Structure of Dixit Dominus (ZWV 68) 







mixed style SATB soli, 
SATB ch., vln. 1 
& 2, vla., [ob.], 










2 Dox. 2 D 
to 
A 
chorus tutti 3 (3/4) Vivace 46 
3 Dox. 3 D fugue tutti  Allegro assai 56 
 
 
1. Dixit Dominus 
The first movement, which sets all seven psalm verses as well as the first verse of 
the doxology, is structured in a style referred to by Zelenka’s teacher, Johann Joseph Fux, 
as stylus mixtus.120 Stockigt wrote that this style “appears to have grown out of the so-
called concertato style which was used as an organizing principle of many multi-
sectional works.”121 She went on to note that the stylus mixtus was “a means of 
                                                        
119 Stockigt, “Vespers Psalms,” 457. 
120 Johann Joseph Fux, Gradus ad Parnassum, 273. 
121 Stockigt, “Vespers Psalms,” 422. 
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expressing the text by a succession of differing textures, achieved through the altering of 
the voice groupings and the use of instruments in a variety of roles.”122 
Stockigt divided the sections of this movement slightly differently than the 
sections shown in Table 2-22, viewing mm. 141–187 as a single large section consisting 
of psalm verses four through seven, followed by a new section that sets the first verse of 
the doxology. In the present document, shifts in Zelenka’s musical style have been used 
to mark the divisions. Nonetheless, these two interpretations of the structure illustrate the 
difficulty of defining the structure of this movement. Furthermore, Zelenka himself added 
measure number tallies at the end of the 3/4 meter section (“Batt: 113”) and at the end of 
the common time  meter section that ends the movement (“Batt. 73”),123 indicating that 
he viewed the movement at least to some extent as being divided into two large sections 
divided by meter signature.  
As with many of Zelenka’s other works, the opening measures provide motivic 
material that Zelenka used throughout a movement or a whole work. Zelenka opened 
Dixit Dominus (ZWV 68) with a two-measure motive that is played by the continuo 
instruments only (Example 2-31). This motive returns throughout the 3/4 meter section of 
the movement (mm. 1–129), typically in the continuo or in the upper instrumental voices 
(violin 1 & 2 and oboe). Zelenka frequently employed a modified form of this motive, in 
which the low note stays on the same pitch while the upper notes descend stepwise. This 
forms a type of dominant pedal point, which precedes major cadences. The excerpt in 
                                                        
122 Stockigt, “Vespers Psalms,” 422. 
123 These tallies indicate the number of measures prior to Zelenka’s revision when he added rests 
and additional music. These measure number tallies correspond with bars 129 and 206 in the 
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ritornello figure closely resembles the rhythm of the Polonaise (  ), a Polish dance. 
This rhythm is particularly evident when shifted by a beat as seen in upper instruments in 
mm. 7–8 (Example 2-33). Stockigt noted that the dual role of the Saxon electors as Kings 
of Poland likely resulted in the “homage to certain forms of Polish culture” in Dresden, 
and furthermore that the Polonaise rhythm is “similar to the fanfare rhythm with its 
associations with royalty.”125 This rhythm is found in each of the more extended phrases 
that include the trumpets and timpani, instruments associated with fanfares and royalty. 
For these instruments, the Polonaise rhythm is found mostly in the timpani part, but also 
in the trumpet parts in m. 119. 
The first line of the opening psalm verse concludes with a deceptive cadence at m. 
27, which flows directly into the concluding phrase of the opening section (mm. 28–38) 
via phrase elision (Example 2-32). This is followed by an episodic passage (mm. 28–38) 
that modulates from D major to A major. A seven-measure ritornello that features both 
the opening continuo motive as well as the opening ritornello motive closes the first 
major section of the movement (mm. 1–45).  
The second large division of the movement (mm. 46–129) is made up of smaller 
sections that vary in their textures, vocal combinations, and instrumentation. The first 
section (mm. 46–59) sets the second psalm verse as a trio for soprano, tenor, and bass 
soloists. The opening continuo motive is found throughout this section, particularly in 
mm. 54–57 where it is accompanied by violins playing triplet figures (Example 2-34). 
Michael Talbot noted that the insertion of triplet rhythm figures was characteristic of 
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After a short three-measure ritornello that features the opening continuo motive in 
the violins and oboe (mm. 60–62), Zelenka set the first half of the third psalm verse with 
the chorus voices grouped in soprano-alto and tenor-bass pairs, with each pair moving 
largely in parallel thirds and sixths (mm. 63–75). At the end of this section the opening 
ritornello motive returns superimposed over the choral voices (mm. 72–75) rather than as 
a ‘true’ instrumental ritornello (Example 2-35). The second half of the third psalm verse, 
‘ex utero ante luciferum genui te’ (‘I have begotten you from the womb before the rising 
of the day-star’), is set as a fugato with the voices entering in a dominant-tonic pattern 
(mm. 76–84). The entry of the voices in order from the lowest voice (bass) to the highest 
voice likely is intended to depict the ‘rising of the day-star’ mentioned in the text 
(Example 2-35). Another characteristic of Zelenka’s music is the alternation between 
parallel major and minor modes. This can be seen at the transition from the fugato 
section, which cadences on F# minor (m. 84), to an F# major harmony in the following 
measure of the ritornello (m. 85). 
A more extended ritornello containing both the opening continuo motive and the 
opening ritornello motive follows (mm. 84–97). The cadence on A major also marks a 
recapitulation of the fugato section on the same ‘ex utero’ text, this time with the voices 
joined by the trumpets and timpani in addition to the strings, oboe, and continuo 
instruments. The vocal entries at the fugato recapitulation enter a third higher than 
previously, creating another musical-rhetorical portrayal of the ‘rising of the day-star.’ 
The conclusion of the recapitulation is interrupted by a dramatic half cadence on an A 
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The fourth psalm verse is set as a Szene (mm. 130–140), with a number of 
characteristic elements: great pauses (fermatas at mm. 131, 133, and 135), silences (mm. 
133 and 136), strings of dominant seventh and diminished seventh chords that are 
obscured by suspensions and chromatic alterations (mm. 132–135), and changes of tempo 
(Largo and Vivace). This Szene also features an a cappella section, where the voices 
declaim the text mostly in homophony and are accompanied only by the continuo 
instruments (mm. 136–140).128 
The sixth psalm verse is also set as a Szene. In just fourteen measures, the tempo 
of the second Szene (mm. 159–172) changes five times: Grave – Andante – Grave – 
Andante – Vivace (Example 2-37). This Szene features a number of musical-rhetorical 
figures, beginning with the Grave tempo tenor-bass ‘judicabit’ (‘he shall judge’) 
exclamations that interrupt the soprano solo (mm. 159–160 and 162–163). Zelenka 
depicted the Lord here with long notes in a slow tempo that begin in a high tessitura and 
drop down an octave, suggesting the voice of the Lord descending from on high. Stile 
concitato is strongly suggested by the abundance of sixteenth notes in Vivace tempo on 
the words ‘implebit ruinas’ (‘pile up ruins’) and ‘conquassabit capita’ (‘he shall shatter 
heads’). The violin figures that accompany ‘implebit ruinas’ include a rapid descending 
octave scale (m. 165) as well as a descending E major triad arpeggio that spans a full two 
octaves (m. 166), both suggesting objects crashing down to earth. The arpeggio ends on a 
third inversion E dominant seventh chord with the tenor and bass voices a harmonic 
                                                        
128 Although this section is accompanied by the continuo instruments, contemporary Viennese 
practice considered this to be ‘a cappella’ style. For more information on the Viennese ‘a 
cappella’ style, see the ‘Viennese Compositional Categories’ section of chapter two. 
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second apart on the root and seventh of the chord, respectively.129 This third inversion E 
dominant seventh chord results from passing motion in the bass voice, which normally 
would lead directly to the first inversion A major chord that follows. Zelenka interrupted 
this progression with a grand pause in the middle of m. 166, creating a great deal of 
dramatic tension.130 The ‘conquassabit capita’ section that follows features sixteenth note 
figures with octave leaps that vividly depict heads being shattered. The second Szene 
concludes with rapidly changing harmonies, a chromatically descending bass-continuo 
line (mm. 168–169), and a short pause (m. 170) before eliding into the alto arioso that 
follows. 
  
                                                        
129 The tenor’s octave jump into this interval combined with the unusually low tessitura for a 
harmonic second also makes this a challenge to perform accurately. 
130 Both the score and violin parts for the Carus-Verlag publication incorrectly show the fermata 
over a half note rest rather than two quarter note rests with the fermata over the first. This results 
in confusion for the violin players who are expecting the conductor’s next beat to indicate the 
downbeat of the following bar rather than the fourth beat of the same ‘fermata note’ bar. See Jan 
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The second half of the movement features two arioso sections (mm. 141–158 and 
173–206). The first arioso is a setting of the fifth psalm verse for soprano solo, and the 
second arioso is a recapitulation of the soprano arioso, but for alto solo. The alto arioso 
sets the final psalm verse text as well as the first verse of the doxology. In addition to the 
continuo instruments, both ariosos are accompanied by obbligato violin, which plays with 
the solo as well as in the short ritornelli between vocal solo phrases. Of special note here 
is an echo effect that Zelenka employs in ritornello sections that occur between vocal 
phrases (Example 2-38, mm. 184–186). The importance of this effect is evident in the 
unusual care Zelenka took in notating these locations, adding forte and piano dynamic 
directives to the violin line, and ‘Rip’ and ‘senza Rip’ directives to the continuo line.132 
In the alto arioso, this echo effect adds to the pastoral image of the ‘de torrente’ text. 
The soprano arioso begins with a six-measure ritornello, which is shortened to 
two measures in the alto arioso. Both vocal solos feature extended melismatic passages. 
The longest of these in the soprano arioso is on the word ‘congfregit’ (‘break’) where the 
four-measure melisma (mm. 151–154) is literally broken by rests in four locations. In the 
alto arioso, several key words are set to melismatic passages. The first, on ‘torrente’ 
(‘stream’), features a rising and falling melisma that suggests undulating streams of water 
(mm. 175–176). The second melisma occurs on the word ‘exaltabit’ (‘he shall lift up’) 
where a one-beat motive is literally ‘lifted up’ by multiple repetitions, each a step higher 
than the last (Example 2-38, mm. 180–183). Zelenka wrote out the ornamentation of this 
                                                        
132 ‘Rip’ indicates that all continuo group instruments (organ, cello, contrabass, and bassoon) 
play; ‘senza Rip’ indicates that cello and organ play, and contrabass and bassoon are silent. For 
more details on these terms, see chapter four. 
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one-beat motive rather than using ornamentation symbols. The first half of the alto arioso 
(psalm verse seven) and the second half (doxology verse one) are connected via a four-
measure ritornello (Example 2-38, mm. 184–187). The movement concludes with a three-
measure ritornello that features the ‘echo’ figure seen earlier, though without the echo 
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2. Sicut erat 
As he did with Dixit Dominus (ZWV 66), Zelenka divided the two verses of the 
doxology text. The second doxology verse, ‘Sicut erat in principio’ (‘As it was in the 
beginning’), suggests a recapitulation of the musical material that began the work, 
creating a musical arch for the work. Rather than creating an abbreviated or varied form, 
however, Zelenka literally repeats the first forty-six measures of the opening movement, 
making just small adjustments to accommodate the ‘Sicut erat’ text. The ritornello that 
concludes the movement cadences on A major, requiring the final movement to return to 




The third movement, a stand-alone fifty-six measure double fugue in D major, 
sets the word ‘Amen’ only. As such, it could conceivably be appended to any D major 
work. The formal design of this fugue diverges significantly from the standard fugue 
form of the era. Typically, a fugue would begin with an exposition of the subject 
followed by the answer in another voice, usually transposed to the dominant. This 
procedure would continue until each voice had completed its statement of the subject. 
Zelenka, however, launched directly into what would typically be considered an episodic 
section (Example 2-39, mm. 1–6). Here the first fugue subject appears in the tenor voice. 





























Table 2-23. Structure Dixit Dominus (ZWV 68), third movt. (‘Amen’) 
Measures Length 
(measures) 
Section type Key 
1–6 11 Fugato, introduction of Subject 1 D 
7–24 13 Exposition of Subjects 1 & 2 (falling fifth fugal 
entries) 
A 
25–37 13 Episodic B minor 
38–52 15 Recapitulation (sequential) D 
53–56 4 Codetta D 
 
As shown in Example 2-39, the initial subject is two measures long and consists 
mostly of eighth notes characterized by a repeated tonic pitch. This ‘fast’ subject 
concludes with a descent from the tonic pitch to the submediant pitch, connected by an 
embellished subtonic passing tone. The harmonic implications of this ‘fast’ subject are 
noteworthy: the first six beats imply an alternation between tonic and dominant 
harmonies; the ‘subtonic’ pitch of the final two beats, however, supports a third inversion 
secondary dominant to a first inversion ‘subdominant’ harmony. Indeed, Zelenka used 
this feature in the initial entry, moving from a D dominant seventh harmony in the fourth 
beat of m. 2 to a first inversion G harmony on the downbeat of m. 3. The subject then 
repeats, this time a step higher, now alternating between E minor and its ‘dominant’ B 
major harmony. As the ‘subtonic’ pitch approaches in the subject (m. 4, beat 3), Zelenka 
chromatically altered the alto G to G#, creating another secondary tonic harmony that 




Zelenka used phrase elision to lead directly to a more traditional exposition of the 
second fugue subject (Example 2-39, mm. 7–9). The second subject is variable in shape 
and length, but consists primarily of half notes in a stepwise ascending, then descending 
pattern, and is generally three to four measures in length. The exposition of the second 
‘slow’ subject begins with the soprano voice entrance on the tonic (A), followed a beat 
later by the alto voice transposed to the subdominant, creating a sequence of 5–6 
intervals. Two measures later the tenor and bass enter similarly. The exposition of the 
‘slow’ subject concludes with a cadence on A (m. 11), which also marks the beginning of 
a formal exposition of the ‘fast’ fugue subject.  
The exposition of the ‘fast’ fugue subject (Example 2-40, mm. 11–19) begins with 
the entry of the soprano voices, followed by alto, tenor, then bass voices. An unusual 
feature of this is the interval of entry of each subject: instead of the voices entering in a 
pattern consisting of ‘tonic’ subjects followed by ‘dominant’ answers, each successive 
subject entry is a fifth lower. This is a result of the harmonic implications at the end of 
this subject, which suggests a subdominant harmony. Another slightly unusual feature of 
this exposition is that the alto subject entry (mm. 13–15) is interrupted by a short tenor 
exclamation (mm. 14–15). Likewise, the tenor subject entry (mm. 15–17) is interrupted 
by a short bass exclamation (mm. 16–17). This second exposition is followed by a short 
codetta (mm. 20–24) which cadences on B minor.  
  
  




A thirteen-measure episode follows (mm. 25–37), which modulates back to the 
home key of D major. The cadence in D major at m. 38 marks the beginning of a 
recapitulation of the opening measures. This time Zelenka took the two-measure 
sequence found in the opening four measures and extended it to fourteen measures. Each 
of the two-measure figures is accompanied by the soprano voice singing a sustained note 
on the ‘dominant’ harmony of each of these two-measure figures. When combined with 
the stepwise ascending sequence, the soprano line becomes a greatly augmented form of 
the second fugue subject. This ascending sequential recapitulation creates an ever-
increasing intensification to the final cadence on D at m. 53. The energy built up by the 
preceding sequence demands the four-measure codetta that concludes the movement with 
a plagal cadence. 
Through most of this movement the instruments merely double the voices in a 
standard doubling procedure (Table 2-24). In the recapitulation, however, the sustained 
soprano notes are supported by oboes only, so that the strings can support the faster 
moving voices (Table 2-25).  
The trumpets and timpani appear in three locations (mm. 8–11, 35–38, and 52–
56), each time marking the end of a major structural point. The initial entry of the 
trumpets and timpani also highlights the difficulty of defining the form of this fugue: 
rather than marking the end of the initial fugato section (mm. 1–6), the initial trumpet-
timpani entry marks the end of the first formal exposition (mm. 7–11) and the start of the 
second formal exposition (mm. 12–19). The second entry of the trumpets and timpani 
(mm. 35–38) marks the end of the episodic section and the beginning of the 
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recapitulation. The trumpets and timpani return one last time to conclude the movement 
and the work as a whole. 
 
Table 2-24. Vocal doubling in Dixit Dominus (ZWV 68), third movt. (‘Amen’), mm. 1–37 & 
54–56 
Chorus Part Doubling instrument 
Soprano Violin 1, Oboe 




Table 2-25. Vocal doubling in Dixit Dominus (ZWV 68), third movt. (‘Amen’) mm. 38–53 
Chorus Part Doubling instrument 
Soprano Oboe 
Alto Violin 1 
Tenor Violin 2, Viola 
Bass mm. 38–43: Col Rip.[?] 






The relative difficulty of all of the vocal and instrumental parts in Dixit Dominus 
(ZWV 68) makes it clear that this work was intended for the Hofkapelle. Zelenka 
demonstrates a different compositional approach to setting the Dixit Dominus text than 
that of his other two extant settings of this text (ZWV 66 and 67). In this work Zelenka set 
the entire psalm text as well as the first verse of the doxology in one large movement in a 
form that Fux described as ‘mixed style’ (‘stylus mixtus’). Each psalm verse is assigned a 
different compositional style with ritornelli often separating the various sections. With 
the exception of the intentionally dramatic pauses and silences in the two Szenen and as 
well as the pause and silence toward the end of the third verse (movt. 1, m. 115), Zelenka 
used phrase elision to maintain a continuous flow from one section to the next. The 
second movement on the text ‘Sicut erat in principio’ (‘As it was in the beginning’) is a 
nearly exact recapitulation of the first forty-six measures of the first movement, creating a 
formal arch structure. Finally, the closing fugue demonstrates Zelenka’s mastery of 





Zelenka’s three extant Dixit Dominus settings vary in duration, instrumentation, 
key, providing Zelenka with settings that would have been suitable for a variety of 
Vespers services. Two of the works, ZWV 66 and 68, are extended Solemn works that 
would have been appropriate for high feasts performed by the Hofkapelle, while ZWV 67 
is a much shorter and simpler work that would have been suitable for regular Vespers 
services sung by the Kapellknaben.  
Each of the three extant Dixit Dominus settings represent different approaches to 
division of the Dixit Dominus psalm text. In ZWV 66, Zelenka set the first psalm verse as 
an independent movement for the full chorus. The second movement is structured in a 
concerted style with ritornelli, choral refrains, and it contains the bulk of the psalm verses 
(Vss. 2–5), which are sung by the soloists. The dramatic sixth psalm verse is set as a 
choral Szene. The seventh psalm verse and the first verse of the doxology are set as a 
tenor aria in the fourth movement, and the work concludes with a repeat of the opening 
movement set to the final verse of the doxology.  
Zelenka took a very different approach to the structure of ZWV 67. The brevity of 
the work did not allow for extended treatment of any one psalm verse. Instead, Zelenka 
set each psalm verse to different keys and vocal forces. Yet another division of the text is 
seen in ZWV 68. Here Zelenka set the entire psalm text as well as the first doxology verse 
as a single extended movement in a mixed style. The second movement sets the second 
doxology text, which is a repetition of the first forty-six measures of the opening 
movement. The work concludes with a fugue on the word ‘Amen.’ Whereas ZWV 66 and 
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67 are largely homophonic in conception, polyphony is a prominent aspect of ZWV 68.  
While all three works are unique, there are a number of common characteristics. 
In all three works, the two doxology verses are divided so that the second verse, ‘Sicut 
erat in principio’ (‘As it was in the beginning’), becomes a literal repeat of the opening 
bars of the work. In addition, Zelenka often set certain psalm verses in a similar manner. 
The sixth psalm verse, ‘Judicabit in nationibus,’ is set as a choral Szene in both ZWV 66 
and 68. Zelenka, however, was not able to include a choral Szene in ZWV 67 due to the 
necessary brevity of the work. In all three works, the seventh psalm verse, ‘De torrente,’ 
is set to either a soloist (ZWV 66 & 68) or solo duet (ZWV 67). All three works open and 
close with tutti chorus and orchestra.  
Zelenka uses a number of musical-rhetorical devices in these works. Zelenka 
frequently depicts flowing water described in the seventh psalm verse, ‘De torrente,’ 
using melodic lines that are largely conjunct and frequently melismatic. In all three 
works, the word ‘exaltabit’ (‘lift up’) consists of melismatic passages and rise to the 
upper tenor range. The voice of the Lord is frequently depicted by bass voices, who 
frequently begin high in the bass voice range and descend downward, to illustrate the 
voice of the Lord descending from on high. An octave leap downward is seen frequently 
in these works, particularly at the ‘consquassabit’ text, where Zelenka used this figure to 
illustrate the smashing of heads. Elements of stile concitato are found in all three works 
in the fifth psalm verse (ZWV 67) and the sixth psalm verse (ZWV 66 and 68). 
Canonic interplay in the opening bars of all three works is found between the 
outer instruments. Repetitions of this canonic interplay are frequently varied through 
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contrapuntal inversion as well as changes of distance between canonic entrances. All 
three works reveal a strong preference for harmonies that modulate to the subdominant. 
These harmonic progressions are often found at the conclusion of movements or works 
where they create harmonic intensity by adding a seventh to the tonic harmony. 
Structural cohesion was a priority for Zelenka, which he achieved through a 
variety of means. Perhaps most obvious is that at the ‘Sicut erat in principio’ (‘As it was 
in the beginning’) text, all three works repeat material from the opening bars of the work, 
creating both a musical pun and an structural arch for the overall work. Zelenka also 
achieved structural unity through the use of ritornelli, which he employed extensively in 
the first movement of ZWV 68 and the second movement of ZWV 66, which is also 
unified through the use of a choral refrain. At the smallest structural level, in all three 
works Zelenka employed motives, often found in the opening measures of a work or 
movement, which he incorporated throughout the work or movement. 
With these three works, Zelenka also reveals the practical aspects of his working 
conditions: Each work is tailored to different forces available to him. The relatively easy 
soprano and alto parts, and the reduced instrumentation of ZWV 67 likely indicate that it 
was written for the young boys of the Kapellknaben. The challenging tenor aria in ZWV 
66 likely was written for the Italian tenor Matteo Luchini, and the difficult trumpet parts 
in ZWV 68 likely were written for the royal trumpeters. Furthermore, Zelenka’s frequent 
employment of the Polish Polonaise rhythm likely was intended as tribute to his 
employer, Electoral Prince Augustus II who also reigned as King of Poland. 
Zelenka’s three extant Dixit Dominus settings, all composed within a relatively 
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short period, reveal a composer who was a master of his craft. The discovery of 
Zelenka’s fourth Dixit Dominus setting, ZWV 69, would provide a fuller picture of 
Zelenka’s Dixit Dominus settings and would potentially reveal more information about 
his approach to setting the Dixit Dominus text. Zelenka research in general would be 
greatly aided by the discovery of the sets of parts that went missing from Dresden during 
the Second World War. These missing parts likely would reveal a great deal of 
information about Dresden performance practice. In particular, they would aid in 
understanding exactly how the continuo group functioned. These parts would also 
provide a clearer picture as to how Zelenka and his copyists realized oboe parts from the 
directives that Zelenka wrote in his scores. Future study of Zelenka’s works would be 






CHAPTER 3   
DIXIT DOMINUS SETTINGS FROM ZELENKA’S ‘PSALMI VARIORUM AUTHORUM’ 
 
 
Zelenka’s Inventarium lists more than eighty Vespers works by other composers, 
which Zelenka listed under the heading ‘Psalmi Variorum Authorum.’ These works, 
which are mostly by composers of Italian and Bohemian origins, were edited and adapted 
by Zelenka for use at the Dresden Hofkapelle. According to Stockigt, most of these 
settings were acquired by Zelenka “from the second half of the 1720s through the early 
1730s,”134 a period of time that also coincides with the composition date of most of 
Zelenka’s own Vespers works. Zelenka’s inventory of ‘Psalmi Variorum Authorum’ lists 
ten Dixit Dominus settings, a ‘Vesperae de Confessore’ attributed to “Haass” which 
likely contained a Dixit Dominus setting, and an anonymous ‘Psalmi pro toto anno’ 
which contains a Dixit Dominus setting.135 Of these twelve works, the settings attributed 
to Pitoni, Fabri, and Ingegnieri survive in Dresden as well as the Dixit Dominus setting 
contained within the anonymous ‘Psalmi pro toto anno.’ 
This chapter focuses on the Dixit Dominus settings attributed to Pitoni, Fabri, and 
Ingegnieri. Most of the ‘Psalmi Variorum Authorum’ works that came into Zelenka’s 
collection were copied by an individual identified by Horn as ‘ZS 0,’ as well as ‘ZS 
                                                        
134 Stockigt, “Vespers Psalms,” 594. 
135 The ‘Psalmi pro toto anno’ is listed as entry number 58 in the Inventarium and is attributed to 
“N:N:.” This work is located at SLUB Dresden: D-Dl Mus. 2-E-708, http://digital.slub-
dresden.de/id426606744 (CC-BY-SA 4.0). 
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0var,’ a later form of ‘ZS 0.’136 Zelenka then standardized the instrumentation and made 
further modifications for performance at the Dresden Hofkapelle. The scoring of each 
work prior to being re-worked by Zelenka is listed in Table 3-1, which also identifies 
instrumental parts that were added by Zelenka. As can be seen, Zelenka standardized the 
instrumentation of the works to include parts for two violins, viola, two oboes, and 
continuo. 
 
Table 3-1. Scoring of Dixit Dominus settings from the ‘Psalmi Variorum Authorum’ 
Composer Copyist137 Original Scoring Zelenka’s Scoring 
Additions 
Key No. of 
Movements 
Duration 
Ingegnieri ZS 0 SATB soli 
SATB ch. 
vln. 1 & 2, vla 
b.c. 
ob. 1 & 2 Bb 7 9–10 min.
Pitoni ZS 0 SATB soli, SATB 
ch. 
[ob. 1 & 2] 
vln. 1 & 2, vla 
b.c. 
ob. 1 & 2 
vla. 
Bb 3 3.5–4 min.
Fabri ZS 0var SATB soli, SATB 
ch. 
tpt. 1 & 2138 
vln. 1 & 2, vla. 
b.c. 
ob. 1 & 2 
vla. 
C 2 3–3.5 min.
 
This chapter first provides a brief overview of how each of these works was 
originally constructed, and then it provides an analysis of Zelenka’s re-working 
                                                        
136 Wolfgang Horn, “Die wichtigsten Schreiber im Umkreis Jan Dismas Zelenkas. Überlegungen 
zur Methode ihrer Bestimmung und Entwurf einer Gruppierung der Quellen,” in ZS I, 141–210. 
137 Copyists as identified by Horn. See Horn, “Die wichtigsten Schreiber,” in ZS I, 141–210. 
138 Although the Fabri work as copied by ‘ZS 0var’ includes parts for two trumpets in C (labeled 
“Clarino 1” and “Clarino 2” in the source), these parts could not be played by the Dresden 
trumpets which were tuned in D. See Stockigt, “Vespers Psalms,” 313. 
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procedure for each work. No critical editions of these works are known to exist, nor any 
detailed analysis of Zelenka’s modifications of these works.139  
 
  
                                                        
139 In her PhD thesis, Stockigt provides broad descriptions of Zelenka’s reworkings of each of the 
extant ‘Psalmi Variorum Authorum.’ 
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A Brief Analysis of Three Extant ‘Psalmi Variorum Authorum’ 
Dixit Dominus Settings 
 
 
Giuseppe Ottavio Pitoni (1657–1743) 
Pitoni divided his Dixit Dominus setting into three movements (see Table 3-2). As 
with Zelenka’s multi-movement Dixit Dominus settings (ZWV 66 and 68), the two 
doxology verses are divided between two movements, with the second doxology verse, 
‘Sicut erat in principio’ (‘As it was in the beginning’) set to its own movement. Although 
Zelenka made a clear connection between the music of the opening movement with the 
music of the ‘Sicut erat’ movements in his Dixit Dominus settings reference above, the 
musical connection is less obvious in Pitoni’s setting. In Pitoni’s work, the ‘Sicut erat’ 
text is set in the final movement. The main musical connection between the first and last 
movements of Pitoni’s setting is that these outer movements share the same key (Bb) and 
meter (3/8). The G minor middle movement is notated in  meter,140 creating a large-
scale ternary form for the work as a whole. 
  
                                                        
140 In modern notation, this meter would be written as 4/2. 
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Table 3-2. Structure of Pitoni Dixit Dominus 
Movt. Text Key Style Scoring141 Meter Tempo Length 
(measures)
1 Vss.1–2 Bb Mixed style B solo, SATB 
ch., [ob. 1 & 2], 
vln. 1 & 2, [vla], 
b.c. 
3/8 Allegro 48 
2 Vss. 3–7, 
Dox1 








3 Dox2 Bb Chorus SATB ch., tutti 
orchestra 
3/8 Allegro 61 
 
As Table 3-3 illustrates, the first movement consists two main sections, which are 
connected by a seven-measure ritornello. The opening section is a largely homophonic 
setting of the first psalm verse. The second large section sets the second psalm verse and 
opens with a bass solo that is interrupted by three short ‘dominare’ (‘rule’) exclamations 
from the chorus. The movement concludes with the full chorus on the text ‘inimicorum 
tuorum.’ 
 
Table 3-3. Structure of Pitoni Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measures Text Section type Key Scoring 
1–24 Vs. 1 Homophonic chorus (A) Bb SATB ch., tutti orchestra
24–30 – Ritornello Bb Tutti orchestra 
31–48 Vs. 2 Chorus with solo (B) Bb B solo, SATB ch.,  
tutti orchestra 
  
                                                        




The second movement is in concertato style with ritonelli typically connecting 
sections that feature either a soloist or the full chorus (see Table 3-4). Pitoni set the third 
through the final psalm verses as well as the first verse of the doxology in this movement, 
with each verse assigned either to a soloist or to the full chorus. The exception is the 
dramatic fifth and sixth psalm verses, which are sung by the chorus and which flow 
directly from one verse to the next without an intervening ritornello. The fourth psalm 
verse, sung by soprano solo, also flows directly into the fifth psalm verse which is sung 
by the tutti chorus. 
 
Table 3-4. Structure of Pitoni Dixit Dominus, second movt. (‘Tecum principium’) 
Measures Text Section type Key Scoring 
1–3 – ritornello G minor Tutti orchestra 
3–10 Vs. 3 solo D minor A solo, vln. 1 & 2, [vla], 
b.c. 
9–12 – ritornello D minor Tutti orchestra 
11–18 Vs. 4 solo D minor S solo, vln. 1 & 2, [vla], 
b.c. 
18–29 Vss. 5–6 chorus D minor 
to 
Bb 
SATB ch., tutti orchestra
29–31 – ritornello Bb Tutti orchestra 
31–44 Vs. 7 solo Bb T solo, tutti orchestra 
44–46 – ritornello Bb Tutti orchestra 
46–50 Dox. 1 chorus G minor SATB ch., tutti orchestra
 
Musical-rhetorical devices are apparent in the second movement, such as repeated 
‘confregit’ (‘breaks’) figures in the choral parts, which are separated by rests. The choral 
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voices, which almost always sing in homophony in this work, ‘break’ from that texture 
with soprano-alto and tenor-bass pairs that are offset from each other, creating another 
musical-rhetorical suggestion of the word ‘confregit.’  
The final movement is in ternary form and concludes with a repetition of the 
twenty-five measures that begin the movement. The contrasting twelve measure middle 
section draws heavily upon the rhythmic motive established in the choral parts in the first 
measure of the movement. Cadential hemiolas abound in this movement. 
Grout notes that galant style melodies are characterized by “an emphasis on 
melody made up of short-breathed, often repeated motives organized in two-, three-, and 
four-measure phrases.”142 This description characterizes Pitoni’s Dixit Dominus setting, 
which, as a whole, is largely homophonic and lightly accompanied. The relatively short 
phrases are fairly consistent in length and often repeat. The harmonic language is fairly 
straight-forward and the relatively infrequent modulations do not stray far from the home 
key. The work features straight-forward melodies that are almost entirely syllabic. 
Melismas are found only as part of musical-rhetorical devices, such as on the word 
‘implebit’ (‘shall pile up’), where the accompanying figure features ascending lines 
depicting a ‘piling up,’ as well as the words ‘Gloria’ and ‘Amen,’ where the melismas 
create a sense of joyful prayer. 
  
                                                        
142 Donald J. Grout, A History of Western Music, 5th ed., ed. Claude V. Palisca (New York: W.W. 
Norton, 1996), 446. 
  
125
Annibale Pio Fabri (1697–1760) 
Fabri’s C major Dixit Dominus setting is divided into two relatively short 
movements (Table 3-5). The four measures that set the text ‘Sicut erat in principio’ (‘As 
it was in the beginning’) resemble the four measures that open the work, but otherwise 
the work is essentially through-composed. 
 
Table 3-5. Structure of Fabri Dixit Dominus 
Movt. Text Key Style Scoring Meter Tempo Length 
(measures)
1 Vss. 1–6 C Mixed style SATB soli, SATB ch., 
tpt. 1 & 2, [ob. 1 & 2], 
vln. 1 & 2, [vla.], b.c. 
 Allegro 57 





Mixed style Tutti 3/4 Andante 39 
 
The first movement consists of a number of sections that alternate between tutti 
chorus and soloists. As can be seen in Table 3-6, these sections generally correspond with 
psalm verses. Somewhat unusual is that both the first and second psalm verse are divided, 
with the last half of the first psalm verse and the first half of the second psalm verse 
combined together in a single section (mm. 7–14). The sixth verse is set as a Szene, but 
the dramatic intensity is less than in Zelenka’s Dixit Dominus settings (ZWV 66 and 68). 
Szene characteristics in the Fabri Dixit Dominus include a dramatic silence (m. 45) and 
variation between homophonic and polyphonic textures. Several musical-rhetorical 
motivic ideas are found in this section as well, including the relatively long, repeated 
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pitches in the upper voices on the word ‘conquassabit’ (‘he shall shatter’) include and 
descending octave leaps on this same work in the vocal bass (m. 46). 
 
Table 3-6. Structure of Fabri Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measures Text Section type Key Scoring 
1–7 Vs. 1a Chorus C SATB ch., tutti orchestra
7–14 Vss. 1b–2a Solo A minor 
to 
C 
SB soli, tutti orchestra 
14–19 Vs. 2b Chorus C SATB ch., tutti orchestra
19–26 Vs. 3 Solo F A solo, vln. 1 & 2, 
[vla.], b.c. 
26–33 Vs. 4 Trio D minor SAT soli, vln. 1 & 2, 
b.c. 
34–40 Vs. 5 Solo F B solo, vln. 1 & 2, b.c. 
40–57 Vs. 6 Choral Szene C SATB ch., tutti orchestra
 
The final movement consists of two large contrasting sections (Table 3-7). The 
first section opens with a seven-measure tenor solo on the seventh psalm verse (‘De 
torrente’). As in other settings of this text, the undulating melodic line is intended to 
evoke the image of a flowing stream. The first section concludes with first verse of the 
doxology text, originally scored for alto solo, but expanded by Zelenka to include bass 
and soprano. The second half of the movement opens with a four measure homophonic 
passage (mm. 15–18), which is followed by a fugato section (mm. 19–34), and concludes 




Table 3-7. Structure of Fabri Dixit Dominus, second movt. (‘De torrente’) 
Measures Text Section type Key Scoring143 
1–15 Vs. 7, Dox. 1 Solo [Soli] F 
to 
C 
[S]AT[B] soli, [vln. 1 & 
2], b.c. 
15–39 Dox. 2 Chorus C SATB ch., tutti orchestra
 
Unlike the settings by Pitoni and Ingegnieri, which display characteristics of 
galant style, this work is closer in style to the German ‘high’ Baroque. Phrases are 
inconsistent in length and rarely repeat, and melodic lines are less song-like and 
frequently consist of short fragments divided by rests. In addition, contrapuntal textures 
and compositional devices are found throughout the work. 
  
                                                        
143 Parts enclosed in square brackets were added by Zelenka. 
  
128
Tomaso Ingegnieri (c.1671–1726) 
Ingegnieri’s Dixit Dominus setting maintains contemporary Italian compositional 
practice by setting each verse of the psalm as a separate movement.144 The exception, as 
can be seen in Table 3-8, is the fifth movement, which sets both the fifth and sixth verses 
of the psalm. Unlike Zelenka’s two multi-movement Dixit Dominus settings, ZWV 66 and 
ZWV 68, which divide the doxology into separate movements, the final movement of 
Ingegnieri’s Dixit Dominus sets the complete doxology text. 
 
Table 3-8. Structure of Ingegnieri Dixit Dominus 
Movt. Text Key Style 
 
Scoring Meter Tempo Length 
(measures)
1 Vs.1 Bb 
to 
F 
Mixed style SA soli, SATB ch., 
[ob. 1 & 2], vln. 1 & 




2 Vs. 2 D minor 
to 
Bb 





3 Vs. 3 G minor Duet TB soli, b.c.  Vivace 21 
4 Vs. 4 Bb Aria S solo, tutti orchestra  Allegro 38 





6 Vs. 7 D minor Aria A solo, tutti 
orchestra 
3/4 Andante 56 







                                                        
144 Horn, Die Dresdner Hofkirchenmusik, 138–139. 
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The overall structure of the first movement can be seen in Table 3-9. The 
movement opens with a twelve-measure passage for the full chorus that sets the first half 
of the first psalm verse. The remainder of the movement features soprano and alto solo 
voices singing the second half that verse. An eight-measure phrase for soprano solo is 
then repeated by the alto soloist in the dominant key and shifted in time by two beats. An 
eight measure soprano-alto duet is followed by a short ritornello passage that concludes 
the movement. 
 
Table 3-9. Structure of Ingegnieri Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measures Text Section type Key Scoring 
1–12 Vs. 1a 
(‘Dixit…’) 
Homophonic chorus Bb SATB ch., tutti orchestra





SA soli, tutti orchestra 
36–40 – Ritornello F Tutti orchestra 
 
The structure of the second movement (Table 3-10) is similar to the first: It opens 
with a short homophonic choral declamation of the text, which leads directly to a section 
for soprano and alto soloists who then join together in a duet. Unlike the first movement, 
which concludes with a short ritornello after the vocal duet, the second movement 
concludes with a fifteen measure section for SATB chorus, setting the last line of the 
second psalm verse, ‘dominare in medio inimicorum tuorum’ (‘rule thou in the midst of 
your enemies’). The danger suggested by this text is reflected when the mainly half note 
rhythm of the previous solo-duet section abruptly switches to entire measures of quarter 
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notes, suggesting an element of stile concitato.145 In addition, this section opens with 
short homophonic bursts of sound from the orchestra to which the chorus responds a 
measure later, as if the two ensembles are engaged in battle. Like the first movement, this 
movement also concludes in a key other than the opening key; the second movement 
begins in D minor, but concludes in Bb major. 
 
Table 3-10. Structure of Ingegnieri Dixit Dominus, second movt. (‘Virgam virtutis’) 
Measures Text Section type Key Scoring 
1–4 Vs. 2a 
(‘Virgam…’) 
Homophonic chorus D minor SATB ch., tutti orchestra
5–20 Vs. 2b 
(‘Emittet…’) 
Solo/Duet D minor 
to 
F 
SA soli, vln. 1 & 2, vla., 
b.c. 
21–35 Vs. 2c 
(‘Dominare…’) 
Homophonic chorus F 
to 
Bb 
SATB ch., tutti orchestra
 
The third movement is a duet in G minor for tenor and bass soloists, accompanied 
by continuo instruments only. Just twenty-one measures long, this short movement is one 
of the few contrapuntally conceived sections of this work. The movement consists of two 
main sections with the first setting the first phrase of the psalm verse and the second 
setting the remainder of the psalm verse. The short opening tenor melody is repeated by 
the bass in canon six beats later. The opening three measures repeat, but this time 
transposed to D minor and with the bass voice leading. The second half of the movement 
features similar canonic interplay between the bass and tenor soloists. The movement 
                                                        
145 For a definition of stile concitato, see chapter two, fn83. 
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concludes with an extended falling-fifth progression. 
The fourth movement, a sprightly soprano aria in Bb major, sets the fourth psalm 
verse. The movement opens with a six-measure ritornello that is played by the full 
instrumental ensemble. The soprano solo has two contrasting sections, which set the first 
and second halves of the psalm verse, respectively. The tuneful soprano melody is largely 
syllabic except for an extended melisma on the word ‘poenitebit’ (‘will repent’).146 The 
movement concludes with an exact repetition of the opening ritornello.  
The fifth movement sets both the fifth and sixth psalms verses in a mixed style 
that resembles a Szene (Table 3-11). The movement is characterized by frequent changes 
of texture that are intended to depict the drama of these two psalm verses. The movement 
opens with the choral voices in homophony. The word ‘confregit’ (‘breaks’) is repeated 
and is literally broken apart from the surrounding words by eighth note rests and the 
upper and middle instruments join with similar figures which are offset by a beat, adding 
to the sense of chaos. A short passage on the text ‘Judicabit in nationibus’ (‘He shall 
judge among the heathen’) features the bass soloist who represents the Lord. The fugato 
section that follows is characterized by a melismatic figure on the word ‘implebit’ (‘he 
shall pile up’). This figure, which consists largely of ascending sixteenth notes, is a 
musical-rhetorical device intended to depict the text. The canonic entry of the voices on 
the work ‘implebit’ also creates a literal ‘piling up’ of sound. The passage that sets the 
text ‘conquassabit capita’ (‘he shall shatter skulls’) is largely homophonic. The rhythmic 
emphasis on each beat of the measure is reinforced by the upper and middle instruments 
                                                        
146 This word is spelled ‘paenitebit’ in the source. The spelling used in the source is retained in 
the edition provided in this thesis. 
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playing quarter notes on the first and third notes of the measure, creating an image of 
objects being hammered or crushed. As can be seen in Table 3-11, Ingegnieri did not 
venture too far from the tonic and dominant key areas, although the key does change 
often. Both the frequent change of key and the frequent changes of texture, suggests 
elements of a choral Szene. 
 
Table 3-11. Structure of Ingegnieri Dixit Dominus, fifth movt. (‘Dominus a dextris’) 
Measures Text Section type Key Scoring 
1–10a Vs. 5 Chorus F 
to 
Bb 
SATB ch., tutti orchestra





B solo, tutti orchestra 





SATB ch., tutti orchestra
22–36 Vs. 6c 
(‘Conquassabit…’)
Chorus D minor 
to 
F 
SATB ch., tutti orchestra
 
The final psalm text, ‘De torrente’ (‘Of the torrent’), is set as an alto aria in D 
minor with cantabile melodic lines that depict a gently flowing stream. As can be seen in 
Table 3-12, the movement consists of two contrasting sections, which correspond with 
the two halves of the psalm text. Ritornelli appear throughout this movement and often 
echo the alto soloist. The ‘exaltabit’ (‘he shall lift up’) figure found in the B sections does 
not ascend as seen in other works, but is instead treated to an extended five measure 
melisma in both B sections. 
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Table 3-12. Structure of Ingegnieri Dixit Dominus, sixth movt. (‘De torrente’) 
Measures Text Section Key 
1–8 Vs. 7a A D minor 
8–13 – Ritornello F 
13–20 Vs. 7a A' F 
to 
C 
20–24 – Ritornello C 
24–39 Vs. 7b B F 
to 
D minor 
39–41 – Ritornello D minor 
41–53 Vs. 7b B' D minor 
53–56 – Ritornello D minor 
 
The complete doxology text is set in the final movement, which is in a mixed 
style (Table 3-13). The opening two measures, set to the words ‘Gloria Patri,’ are 
musically identical to the two measures that open the work, creating a structural arch, 
albeit not a particularly strong connection due to the brevity. The homophonic opening 
section sets the first verse of the doxology text, which then proceeds to the second verse 
of the doxology text, a solo section consisting of soprano-bass and tenor-alto duets. The 
second verse of the doxology repeats, this time sung by the full chorus in homophony 
with the instruments doubling the chorus. Two brief fugato sections on the word ‘Amen’ 
lead to the short homophonic conclusion of the work.  
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Table 3-13. Structure of Ingegnieri Dixit Dominus, seventh movt. (‘Gloria Patri’) 
Measures Text Section type Key Scoring 
1–8 Dox. 1 Homophonic chorus Bb SATB ch., tutti orchestra
8–15 Dox. 2 S-B and A-T duets to 
F 
SATB soli, b.c. 
15–20 Dox. 2 Homophonic chorus Bb SATB ch., tutti orchestra
20–31 Amen Fugato Bb SATB ch., tutti orchestra
 
Ingegnieri’s Dixit Dominus setting clearly reflects characteristics of the galant 
style. Short-breathed melodies are organized in two-, three-, and four-measure phrases, 
and are frequently repeated. Other galant characteristics found in this work include 
lightly accompanied melodies, relatively simple bass lines, a reduced harmonic 






The basic outlines of the Pitoni, Fabri, and Ingegnieri settings provided above 
now enable a discussion of how Zelenka re-worked them for the Dresden Hofkapelle. The 
copied scores given to Zelenka generally contained little more than the pitches and 
rhythms of each part as well as the text underlay for each voice. Dynamic markings, 
tempo indications, articulation marks, continuo group instrumentation directives, organ 
registration directives, and continuo figures were essentially absent, as were most 
markings that indicate whether a vocal line is to be sung by a soloist or by the tutti 
chorus. While it is possible that the sources from which these works were copied did not 
include these details, a lack of this information from all composers seems unlikely. 
Instead, the lack of detail suggests that Zelenka’s copyist was purposeful in allowing 
Zelenka to easily modify these works for the forces available to him in Dresden; 
furthermore, Zelenka could alter the works to suit his musical ideas and priorities. In both 
the Fabri and the Pitoni works, a blank staff was left between the second violin staff and 
the soprano staff, the place where a viola part would be found. This suggests that the 
copyist was aware of Zelenka’s intention to add a viola part and provides further 
evidence that the copyist intended to facilitate Zelenka’s editorial process. 
Zelenka wrote his edits directly on the score provided to him by the copyist. For 
instance, where he wished to change rhythms or pitches, he generally wrote the revised 
pitches over the top of the copyist’s writing. Zelenka’s usual method for adding an oboe 
part or parts was to add written directives at the staff of the part that the oboe was to 
double. When oboes doubled the violins, Zelenka typically added ‘VV’ and ‘tutti’ 
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directives (Example 3-10).147 
Therefore, the first step toward understanding Zelenka’s approach to re-working 
these pieces is to differentiate what was written by the copyist from what was written by 
Zelenka. This is often easy to determine: while the hand of ‘ZS 0/ZS 0var’ is quite neat 
and consistent, Zelenka’s writing decidedly is not. Another indicator is the orientation of 
downward pointing note stems: Zelenka wrote these notes with the stems drawn from the 
right side of the notehead whereas the copyist wrote these notes in the style used today, 
with the stems drawn from the left side of the notehead.148 Where these clues still do not 
provide enough information, determinations can be made through differences in ink 
color.149 
For this thesis, two editions of each work were created and both are included in 
the Appendices. The first edition shows how Zelenka’s copyist transcribed the score 
(henceforth the ‘unedited’ score), and the second edition transcribes each score as 
modified by Zelenka (henceforth the ‘re-worked’ score). Examining Zelenka’s 
modifications offers evidence of the consistency of Zelenka’s compositional approach, 
the musical forces available to him in Dresden, and his general taste or aesthetic. The 
following sections provide a detailed analysis of Zelenka’s modifications to the Pitoni, 
Fabri, and Ingegnieri Dixit Dominus setting.  
                                                        
147 ‘VV’ added to a violin line indicates that only the violins play, implying that oboes are tacet. 
‘Tutti’ indicates that both the violins and oboes play. There do not appear to be any indications in 
the re-worked scores by Pitoni, Fabri, and Ingegnieri, which indicate that the oboes should double 
the soprano or alto voices. 
148 The exception to this rule is half notes, which the copyist drew with both downward and 
upward pointing stems originating from the right side of the notehead. 
149 The location of Zelenka’s edits to the Pitoni, Fabri, and Ingegnieri Dixit Dominus settings are 
listed in tables within chapter five under the ‘Edition Notes’ section for each work. 
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Giuseppe Ottavio Pitoni (1657–1743) 
The score copy delivered to Zelenka by copyist ‘ZS 0’ contains little more than 
the meter signature, key signature, and starting tempo indication at the beginning of each 
movement, the rhythm and pitch of each part, and the text underlay for the vocal parts. 
The second movement contains ‘solo’ directives at the beginning of the alto solo (m. 3) 
and the soprano solo (m. 11) as well as the violin dynamic directive ‘un poco piano’ (m. 
4) immediately following the entry of the soprano solo. All other additions and alterations 
found in the re-worked score are by Zelenka.150 Zelenka’s additions and modifications 
can be categorized as follows: 
• Instrumentation: addition of a viola part 
• Organ directives 
o Addition of tutti/solo organ registration directives and stroke marks 
indicating points of entry 
o Addition of continuo figures 
• Dynamics: addition of dynamic markings to the instrumental lines in the 
second movement 
• Pitch/rhythm modifications 
o Modification of some cadences in the outer movements 
o Modification/embellishment of solo melodic lines 
o Modification of the violin line, making the melodic figures more 
consistent 
o Changes to text underlay 
• Articulations 
o Addition of staccato wedges at the end of certain tutti chorus sections  
o Addition of a stroke mark and a slur in the violin parts indicating 
string phrasing 
• Copy error correction 
No indications regarding the role of the oboe(s) were added to this work.151  
                                                        
150 See Table 5-12 though Table 5-14 in the accompanying ‘Edition Notes’ section of chapter five 
for specific locations where Zelenka revised his copy of Pitoni’s Dixit Dominus setting. 
151 For more information on the editorially added oboe part, see the ‘Edition Notes’ section for 
this work in chapter five. 
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Zelenka’s re-working procedure includes both practical and aesthetic 
considerations. Practical considerations mostly include the addition of performance 
directives that are intended to aid the performers in knowing how and when to play. 
These directives include the addition of continuo figures and tutti/solo registration 
directives for the organist, the addition of dynamic markings for the string instruments, 
and the addition of ‘solo’ directives at the beginning of vocal solo sections.  
Re-workings that relate to aesthetic considerations provide an insight into 
Zelenka’s musical taste and priorities. Zelenka appeared to prefer consistency, illustrated 
by his alteration of the rhythmic content of the tenor solo, and his modification of 
cadences in the final movement to more closely match other, stronger cadences in the 
work. Zelenka’s rhythmic modifications also suggest that he valued text delivery. Such 
an inference is supported by Zelenka’s changes to text underlay. Where the text underlay 
did not support natural word stress, Zelenka modified it. Where the text underlay did not 
sufficiently emphasize key words, Zelenka found ways to include or repeat those words. 
Where key words suggest musical-rhetorical gestures, Zelenka added those gestures. 
Zelenka also reveals a partiality for multi-layered textures consisting of multiple 
rhythmic layers that combine to create a rhythmically energized whole. 
 
Viola Part 
The most obvious modification of Pitoni’s work is the addition of the viola part. 
Not only does this make the instrumentation conform with the standard four-part string 
writing available in Dresden, it also changes the character of the work, particularly in the 
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first two movements. The original instrumental parts in the first movement consist largely 
of static eighth notes within a measure. Zelenka’s viola part, on the other hand, features 
nearly constant sixteenth notes that alternate between chord tones. The result is a part that 
fills out the harmony and also delivers rhythmic energy that the original lacks. The 
rhythmic motive found in much of Zelenka’s viola part in the first movement, a sixteenth 
note rest followed by five sixteenth notes, is derived from the violin rhythm in m. 16. The 
off-beat entrance of this motive, however, is characteristic of Zelenka’s compositional 
style. Where the violins in the first movement are more rhythmically active, the viola part 
does not need to be as active. In these locations, Zelenka’s viola part often doubles the 
continuo line at the octave (e.g., mm. 16–19). The viola part also doubles the continuo 
line at the octave in the ritornello (mm. 24–29), allowing the melodic line of the violins to 
dominate the texture.  
In the second movement, Zelenka’s viola line is frequently in counterpoint with 
the continuo line. In some locations it forms a type of imitative counterpoint against the 
continuo line and in other locations the parts are rhythmically united and sound either in 
octaves or with the viola adding another harmonic layer. The violins in this movement 
generally play in parallel third during the tutti chorus sections, but otherwise they play in 
unison. Thus, Zelenka’s viola part fills out the harmony and also adds another 
contrapuntal layer to the texture. 
Unlike the previous two movements, the two violin parts in the third movement 
function independently in several passages (e.g., mm. 1–6 and 37–42), creating three 
contrapuntal layers when combined with the continuo voice. In these locations, Zelenka’s 
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viola part merely doubles the continuo line at the octave. In passages where the violins 
and continuo line are rhythmically identical (e.g., mm. 7–11 and 43–47), Zelenka’s viola 
part is independent, adding an off-beat rhythmic layer that supports the sixteenth note 
‘Amen’ figures that are scattered among the choral voices. In summary, Zelenka’s viola 
line fills out the harmony, adds rhythmic energy, and expands the contrapuntal layers 
where these elements are lacking in the original. 
 
Organ Directives and Dynamic Markings 
Zelenka also added ‘tutti’ and ‘solo’ directives, which indicated organ 
registration, as well as continuo line figures. Following Dresden performance practice, 
the organ was set to a ‘tutti’ (louder) registration only during the tutti choral sections. 
Ritornelli and vocal solos were accompanied by a ‘solo’ (softer) organ registration. The 
directives added by Zelenka followed this precedent, though he neglected to add ‘tutti’ 
directives at the final choral entrance in the second movement as well as the third 
movement, which features the tutti chorus throughout. His copyists, however, would have 
been well versed in Dresden performance practice and would have known to add the tutti 
directives to the organ part at the beginning of any tutti chorus section. 
Unlike in other scores, Zelenka did not add any continuo instrumentation 
directives, such as ‘Rip’ and ‘senza Rip.’ When added, these directives indicated where 
the ripieno instruments (contrabass and bassoon) were to join the other continuo 
instruments. Since this work does not include any stile antico sections, however, the 
realization of ripieno parts would have been straight-forward for a copyist producing 
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these parts: ripieno instruments play unless a vocal soloist is singing.152 
Organ directives also link to the overall interpretation of dynamics. Analysis of 
scores selected for this thesis suggests that the upper and middle instruments (typically 
violins and violas, without oboes) generally are to play at a forte dynamic level unless 
they accompany vocal solos. During vocal solos, the upper and middle instruments 
generally play at a piano dynamic level. If these instruments play short interludes 
between vocal solo figures or phrases, however, they may play at a forte dynamic level. 
Zelenka’s procedure for adding oboes to short interlude sections typically parallels this 
procedure for adding dynamics to the violins and violas: if the violins and violas are 
assigned to a piano dynamic, the oboes typically are silent; otherwise the oboes typically 
play. 
Closer examination of the scores suggests a procedure that copyists would have 
used to add dynamics to upper and middle instrumental parts: when transitioning from a 
passage that would normally be played forte by the middle and upper instruments (i.e., 
ritornelli and tutti chorus sections) to a passage that would normally be accompanied 
piano (i.e., vocal solo sections), or vice versa, it was assumed that the change of dynamic 
occurred at the point of resolution of the cadence that marks the end of one section and 
the start of the next. If this location was not obvious, or if Zelenka wished to deviate from 
this procedure, then Zelenka alerted the copyist of this by adding dynamic markings at 
the precise location where the dynamic change was to occur. 
                                                        




This procedure is illustrated in the Pitoni Dixit Dominus where Zelenka added 
dynamic markings only on the violin, viola, and continuo lines in the second movement. 
The second movement opens with a ritornello. No dynamics are added because the 
copyist would have known that ritornello sections are normally played forte. The G minor 
cadence that marks the end of the opening ritornello section and the beginning of the alto 
solo resolves on the third beat of the third measure (Example 3-1). Using the normal 
Dresden dynamic procedures described, the upper and middle instruments might be 
marked piano at this precise point of resolution. The two phrases, however, are elided: 
the ritornello figure in the violins and viola continues through to the end of the cadence, 
which also marks the alto soloist’s entry. In this case, it makes more musical sense for the 
upper and middle instruments to be marked down to a piano dynamic after the ritornello 
figure is finished, which is in fact what Zelenka did (Example 3-1b). This movement also 
includes two other solo sections, for soprano and tenor, respectively, each of which are 
also preceded by a short ritornello section. All three vocal solo entries are characterized 
by phrase elision between the upper and middle instruments and the vocal soloist. In all 
three cases, Zelenka added a piano dynamic marking after the conclusion of the ritornello 
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The tenor solo (mm. 31–44) is followed by a short ritornello (mm. 44–46) that 
introduces a tutti chorus section concluding the movement. This final ritornello begins at 
the downbeat of m. 44, which also corresponds with the resolution of the cadence. 
Zelenka did not need to add forte dynamic markings because the usual procedure of 
changing dynamics at the cadential resolution would apply in this case. The forte 
dynamic continues through the tutti chorus section that concludes the movement and 
therefore no additional dynamic markings are needed. 
 
Articulations 
Zelenka’s articulation marks generally are limited to staccato wedges. In this 
work he added staccato wedges to the last notes of the opening and closing movements, 
both of which close with tutti chorus sections. He also added staccato wedges to the last 
note of the choral voices in the end of the first tutti chorus section of the second 
movement (m. 29). These staccato wedges appear to indicate that he wanted short final 
notes for these tutti chorus sections. Another possibility, though purely speculative, is 
that the staccato wedges were intended to counter a tendency of the performers to extend 
the final notes of phrases beyond their notated values. The only other articulation mark 
Zelenka added is in the first violin part at m. 25 of the opening movement. Here Zelenka 
added a vertical stroke between the first two notes, which appears to function as a 




Pitches and Rhythms 
Zelenka’s modifications to Pitoni’s pitches and rhythms provide insight into 
Zelenka’s compositional style and musical aesthetic. These modifications fall into two 
main categories: (a) embellishment and modification of cadences, and (b) embellishment 
and modification of vocal solo lines. Cadential alterations are located in the outer 
movements. The changes in the final movement occur in the continuo and vocal bass 
parts in m. 6 and m. 42 (musically similar to m. 6). Zelenka’s alteration is minimal: he 
changed the quarter note on the supertonic scale degree to one eighth note on the 
supertonic followed by another eighth note on the dominant scale degree (Example 3-3). 
The result is that the change of rhythm now matches the rhythm at all of the other 
cadences in this movement, and more importantly, changing from an imperfect authentic 
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Zelenka also altered vocal lines, changing both the tenor and alto melodic lines in 
the second movement. His changes to the alto line are limited to two embellishments, 
using chord tones, on the last two syllables of the word ‘virtutis’ (m. 5). The tenor solo 
line, however, underwent significant re-working. As can be seen in Example 3-5, the first 
two figures in the tenor melody (mm. 31–33) consist primarily of half notes and feature 
rather conventional melodic contours. In addition, Pitoni’s text underlay places 
unstressed text syllables on strong metrical positions: instead of ‘de tor-REN-te in VI-a,’ 
Pitoni’s placement of the text incorrectly suggests that the accents should be ‘de tor-ren-
TE in vi-A.’ Not only did Zelenka correct the word stress in these measures, he also 
added the verb ‘bibet’ (‘drink’) to the second figure, creating a complete grammatical 
thought within the span of these first two melodic figures. Zelenka’s modification of the 
rhythm of the word ‘in’ in m. 32 also shifted the metrical stress from this grammatically 
unimportant preposition to the more descriptive words that follow (‘via bibet’). The 
addition of passing tones, neighbor tones, and choral skips to the original figures gives 
them more interesting melodic shapes. Finally, Zelenka altered the rhythmic content of 
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Annibale Pio Fabri (1697–1760) 
As with the Pitoni Dixit Dominus, the score copy of Fabri’s Dixit Dominus that 
was delivered to Zelenka by copyist ‘ZS 0var’ contains little more than the meter 
signature, key signature, and starting tempo indication at the beginning of both 
movements, the rhythm and pitch of each part, and the text underlay for the vocal parts. 
The first movement contains a ‘solo’ directive at the beginning of the soprano solo (m. 
10) and several cadential trill markings appear to have been written by ‘ZS 0var,’ though 
it is possible that some or all of these were written by Zelenka. All other additions and 
alterations found in the re-worked score are by Zelenka.153 The various additions and 
modifications made by Zelenka are categorized in the following list, and then specific 
modifications are detailed. 
• Instrumentation: 
o Addition of a viola part 
o Revision/addition of violin parts 
o Addition of oboe parts via ‘VV,’ ‘Tutti,’ and other directives 
• Organ directives 
o Addition of tutti/solo organ registration directives and stroke marks 
indicating points of entry 
o Addition of continuo figures 
• Addition of tutti/solo indications for the vocal parts 
• Dynamics: addition of dynamic markings to the instrumental lines 
• Pitch/rhythm modifications 
o Modifications/additions to the violin lines 
o Modification of tutti vocal rhythm (‘principio’) and text underlay 
(‘amen’) in the doxology 
o Addition of vocal parts 
• Articulations 
o Addition of staccato wedges 
o Addition of cadential trills(?) 
• Copy error correction  
                                                        
153 See Table 5-18 and Table 5-19 in the accompanying ‘Edition Notes’ section of chapter five for 
specific locations where Zelenka revised his copy of Fabri’s Dixit Dominus setting. 
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Organ Directives and Continuo Instrumentation 
As was seen in the Pitoni Dixit Dominus, Zelenka added ‘tutti’ and ‘solo’ organ 
registration directives for the organist as well as continuo line figures. Unlike the Pitoni 
score, however, Zelenka consistently added ‘tutti’ to the continuo line at the beginning of 
all tutti chorus sections in the Fabri score, and he added ‘solo’ to continuo line at the 
beginning of all vocal solo sections.154 
One major difference between the Fabri and Pitoni settings is the stile antico 
polyphony section (second movt., mm. 19–33) in the Fabri. The continuo line in this 
section functions as a basso seguente, meaning that it follows the lowest voice. Notation 
of the continuo line in these measures follows standard Dresden practice for stile antico 
style sections: The continuo line is notated in the clef of the lowest sounding tutti choral 
voice. The change of continuo clef also indicates a change in continuo instrumentation.155 
As with the Pitoni score, Zelenka did not add any continuo line instrumentation 
directives, such as ‘Rip’ and ‘senza Rip.’ The continuo instrumentation in this work, 
however, would have been sufficiently clear to anyone familiar with Dresden 
performance practice, summarized below:  
• Ripieno instruments: if a vocal soloist is singing or if the continuo line is 
written in a clef other than the bass (f4) clef, the ripieno instruments 
(contrabass and bassoon) are silent; otherwise the ripieno instruments play 
• Cellos: silent when the continuo line is notated in the soprano (c1) or alto (c3) 
clef, but otherwise play 
                                                        
154 This work does not include any ritornelli, which, according to Dresden performance practice, 
would be marked ‘solo.’ Zelenka adds ‘soli’ to the continuo line at the beginning of the second 
movement. Similarly, the beginning of each vocal solo line in the second movement is marked 
‘soli.’ Whether ‘soli’ carries a meaning different from ‘solo’ in this case is unclear. 
155 For details on the Dresden performance practice for continuo group instruments, including the 
key to the continuo line clef ‘code,’ see chapter four. 
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• Organ: plays except when no continuo line notes are present 
At mm. 46–47 of the first movement, the continuo line is notated in the tenor (c4) clef. 
While this section is not a stile antico section, the choral tenor voice is the lowest 
sounding voice in this section. When the vocal bass enters, the continuo part likewise is 
notated in the bass (f4) clef. Although tutti chorus sections usually include the ripieno 
instruments, this rule is superseded by the clef ‘code’ in the continuo part, which would 
have clearly identified the continuo group instrumentation at this location. 
 
Dynamic Markings 
As noted in the analysis of Zelenka’s re-working of the Pitoni Dixit Dominus, 
instruments normally played piano when accompanying vocal solos, but otherwise they 
played forte. At homophonic choral entrances, the point at which the instruments are to 
begin playing forte is often quite clear. In such cases, Zelenka often did not bother adding 
forte indications, because this would have been clear to his copyist. If the point at which a 
dynamic change should occur was not obvious, Zelenka typically added a dynamic 
marking, often with a vertical stoke mark that indicated the precise point of entry.  
All dynamic markings in the Fabri Dixit Dominus copy were added by Zelenka 
and appear only on the violin, viola, and continuo lines. In the first movement, Zelenka 
added piano markings to the violins where the vocal bass solo begins (m. 7) and again at 
the beginning of the alto solo (m. 20). Both the vocal bass and alto solos are preceded by 
tutti chorus sections, which are normally played forte, so Zelenka’s piano markings 
indicate the precise location where the violins change dynamics. Returning to the premise 
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that dynamics were assumed to change at cadential resolutions unless otherwise 
indicated, had Zelenka not added dynamics, the assumption would have been to change 
dynamics at the cadential resolution at the downbeat of m. 7 rather than precisely where 
the vocal bass soloist enters. A similar situation is found in m. 20: instead of having the 
violins change to a piano dynamic at the cadential resolution at the downbeat of m. 19 or 
m. 20, Zelenka wanted the violins to play softly after the second of these two cadential 
resolutions. 
Zelenka added many dynamic markings to the violin parts in the solo quartet 
passage (mm. 20–40) of the first movement. The violin lines here, which were composed 
mostly by Zelenka, either accompany the vocal soloist(s), often in parallel thirds or 
sixths, or they play an independent arpeggio figure. To project the arpeggio figures 
through the texture, Zelenka added forte dynamic markings to each of these figures 
(Example 3-7). The accompaniment figures, on the other hand, were marked piano. 

























tries of the 
Zelenk






                      
6 In this passa









n the first m
o group ins
e indicates t
 the piano d
at m. 20 (Ex
elenka wan
                     
ge Zelenka a












































e to a softe
ween ‘solo’ v






















n may be te


















resolution of the cadence on the downbeat of m. 19, he added a ‘solo’ directive to the 
continuo line along with a stroke mark indicating the organ registration should change 
after the first note of the measure.157 The end of the tutti chorus section is followed by a 
very brief ritornello-like figure (mm. 19–20). No continuo instrumentation directives are 
required here since the ripieno instruments normally play in ritornello passages and they 
have already been playing in the tutti chorus section. The brief ritornello-like figure in 
mm. 19–20 concludes with a cadence that resolves on the downbeat of m. 20. Then, the 
alto solo begins one eighth note after the downbeat of m. 20. According to usual Dresden 
practice, the ripieno instruments should drop out at the beginning of a vocal solo section, 
typically at the cadential resolution. In this case, however, Zelenka wanted the ripieno 
instruments to play the note on the downbeat of m. 20, and then drop out. To make his 
intentions clear, Zelenka added a piano dynamic marking to the continuo line along with 
a stroke mark at the precise location where the alto soloist enters in m. 20. This dynamic 
marking appears to indicate that the ripieno instruments should drop out at this point and 
not at the cadential resolution on the downbeat of m. 20 (Example 3-8).  
  
                                                        
157 As was described in the above analysis of Zelenka’s re-workings of Pitoni’s Dixit Dominus, it 
was assumed that when the organist needed to change registration, it would be done at the 





















gures in the 
pieno instru
terpretation







d a forte dyn
continuo lin
ments are ta
 is that the f
oncitato eff





n die irae su
amic marki
e (mm. 34 a









ng to the be
nd 35). Two
al for a voca
c indicates t
, these forte 
uo group in
ixit Dominu
s at the voc
. The sixtee
. 34–35, add


























































































Zelenka indicated the addition of oboes via his usual directives such as ‘VV’ and 
‘tutti’ (often abbreviated ‘T:’), added to the violin line(s).158 Zelenka’s typical procedure 
for adding oboes to a work was to have them double either the violin(s) or soprano and/or 
alto voices in tutti chorus sections. The first movement opens with a tutti chorus section 
and Zelenka did add “T[utti]” to the first violin line, indicating that the oboes are to 
double the violin(s). Although Zelenka did not add a ‘VV’ indication to the violin part at 
the beginning of the vocal bass solo in m. 7, it seems consistent that the oboes would stop 
playing at the point where Zelenka added the piano dynamic. As noted earlier, Zelenka’s 
addition of dynamics to the continuo line likely implied a change of continuo 
instrumentation. Similarly, it seems likely that dynamics added to the violin part may also 
imply a change of instrumentation: piano indicates that the violins play and oboes are 
tacet, and forte indicates that the oboes double the violins. Carrying this reasoning 
forward, it appears that the dynamic markings added to the violin parts that accompany 
the vocal solo section (mm. 20–40) indicate that Zelenka is breaking from his usual 
procedure and is in fact adding oboes to a vocal solo passage. While this may seem 
unusual, it is not without precedent: as was noted in chapter two, oboes also join the 
violins in the bass solo in the ‘Virgam virtutis’ movement of Zelenka’s Dixit Dominus 
(ZWV 66). The addition of oboes to the vocal solo passage of the Fabri Dixit Dominus 
may also explain why Zelenka marked several of these as vocal ‘soli’ rather than ‘solo’: 
                                                        
158 ‘VV’ indicates that only violins play and ‘tutti’ indicates that oboes double the violins. In one 
location in the first movement (m. 19), Zelenka added “Oboe 1 e 2” to the second violin line, 
indicating that both oboes should double the second violin at this location. 
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the additional volume of the oboes may have warranted additional vocal soloists on these 
lines. This may also explain why Zelenka did not add a ‘tutti’ directive to the violin parts 
at the return of the tutti chorus section at m. 40: the oboes are already playing at this point 
because of the forte dynamics added to the violin parts in m. 36.  
At the opening tenor solo of the second movement, Zelenka followed his usual 
procedure of accompanying vocal soloists with strings without oboes by adding ‘VV’ 
indications to the beginning of the violin lines. At the beginning of the tutti chorus 
section in m. 15, however, Zelenka added a ‘tutti’ indication beneath the viola line. Given 
that the viola line descends well below the playable range of the oboe, it would appear 
that this directive was added carelessly or in haste and that Zelenka’s intention was for 
the oboes to double the violins at this point, not the viola line. 
 
Violin and Viola Parts: Additions and Alterations 
As was seen in the analysis of Zelenka’s re-working of the Pitoni Dixit Dominus, 
Zelenka’s newly added viola part to the Fabri Dixit Dominus reveals aspects of Zelenka’s 
musical style and aesthetic. In the Fabri work, Zelenka added a viola part to standardize 
the instrumentation to a four-part string ensemble. In some passages he also added violin 
parts or composed a new second violin part where all violins previously played in unison. 
With the exception of one brief passage in the first movement (mm. 21–23), Zelenka 
added a viola part to the tutti chorus sections only. The function of the viola part varies, 
but typical roles include filling out the harmony, rhythmically embellishing the overall 
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Zelenka could expand the instrumental doubling to all four choral voices; for example, 
when the choral voices break into a polyphonic texture beginning in the second half of m. 
3 of the first movement (Example 3-11). Where both violin parts originally doubled the 
soprano voice, Zelenka created a new second violin part which doubles the alto voice 
(Example 3-11). His newly composed viola part doubles the tenor voice for the first two 
‘sede, sede’ figures (mm. 3–4). While he could have continued doubling the tenor voice 
in the viola part, Zelenka instead repeated the ‘sede, sede’ figure in m. 5, creating a 
sequence (see the bracketed figures in Example 3-11). The fact that Zelenka briefly over-
rode the viola doubling of the tenor part demonstrates the priority that Zelenka gave to 
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three solo voices rather than four is perhaps meant to reflect tripartite nature of the 
Trinity text. 
Zelenka’s changes to Fabri’s vocal parts are minimal and occur in three measures 
only, all in the second movement. Zelenka altered the rhythm of the words ‘principio’ 
(originally all eighth notes) and ‘semper’ (originally a half note followed by a quarter 
note) so that the rhythms more closely reflect the spoken rhythm of these words 
(Example 3-16). Though these alterations are relatively small, they reveal Zelenka’s 
desire for articulated text that can be clearly comprehended by the listener. The other 
change is the tenor line at m. 29 of the second movement where he changed the rhythm 




Zelenka added staccato wedges to the final tutti chorus section of both movements 
of Fabri’s Dixit Dominus, a treatment also seen in his edits to the Pitoni Dixit Dominus 
setting. The majority of the staccato wedges that Zelenka added to the Fabri Dixit 
Dominus, however, are to the violin lines in the fifth and sixth psalm verses where 
Zelenka used these articulation marks to depict the anger and violence described in these 
two verses. In the fifth psalm verse, these include the staccato wedges that Zelenka added 
to the stile concitato first violin line at m. 35. Zelenka also added staccato wedges to 
Fabri’s violin notes which accompany the sixth psalm verse (Example 3-14b), which 
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Tomaso Ingegnieri (c.1671–1726) 
As with both the Pitoni and Fabri Dixit Dominus settings, the score copy of 
Ingegnieri’s Dixit Dominus as delivered to Zelenka by copyist ‘ZS 0’ contains little more 
than the meter signature, key signature, some tempo indications, the rhythm and pitch of 
each part, and the text underlay for the vocal parts.  
Zelenka’s re-working of Ingegnieri’s Dixit Dominus is much less extensive than 
his re-working of the Pitoni and Fabri settings. Because the original instrumentation of 
the work included a viola part, Zelenka did not need to add this part as he did for both the 
Pitoni and Fabri settings. Zelenka’s additions to the Ingegnieri Dixit Dominus copy 
include two oboe parts, some dynamic and tempo indications, directives for the organist, 
and instrumentation directives for the continuo instruments. Zelenka also made a number 
of changes to rhythms and pitches in various locations, particularly at cadences and in the 
‘De torrente’ alto aria, as well as some changes to the text underlay. The various 
additions and modifications made by Zelenka are categorized as follows: 
• Instrumentation: 
o Addition of Rip/Org continuo instrumentation directives 
o Revision/addition of violin parts 
o Addition of oboe parts via ‘VV’ and ‘tutti’ directives 
• Organ directives 
o Addition of tutti/solo organ registration directives and stroke marks 
indicating points of entry 
o Addition of continuo figures 
• Addition of tutti/solo indications for the vocal parts 
• Dynamics: addition of dynamic markings 
• Tempo: addition of tempo markings 
• Pitch/rhythm modifications 
o Modification of some cadences 
o Modification/embellishment of solo melodic lines 




o Addition of staccato wedges in stile concitato sections and at the end 
of the final movement 
o Addition of trills at cadences 
 
Continuo Directives 
Unlike either the Pitoni or the Fabri scores, Zelenka did indicate the continuo 
group instrumentation via ‘Rip’ and ‘Org’ indications. Zelenka’s addition of these 
directives follows established Dresden performance practice: ‘Rip’ is in effect during 
ritornello passages and in tutti chorus sections, and ‘Org’ is in effect during any vocal 
solo sections.162 Zelenka likely included these directives in this work because of the 
number of ritornelli and short instrumental interludes that are a part of this work; in many 
instances the continuo instrumentation could be interpreted differently, so the ‘Rip’ and 
‘Org’ directives clarify Zelenka’s intent. 
 
Dynamic Markings 
Zelenka added dynamic markings to the instrumental parts in several movements, 
most notably in the fourth movement, ‘Juravit Dominus,’ a soprano aria. In other re-
workings, Zelenka added dynamics only to instrumental lines, but here he added dynamic 
markings to the soprano solo line, corresponding with repetition of the text and musical 
ideas. Zelenka added a piano dynamic marking to create an echo effect (mm. 24 and 31) 
on the repetition. At these same locations, the continuo lines are marked piano and the 
                                                        
162 ‘Rip’ indicates that all ripieno instruments are to play, and ‘Org’ indicates that only the ‘organ’ 
group instruments (organ and cello) should play, implying that the contrabasses and bassoons are 
tacet. For more information on the continuo group instruments, see chapter four. 
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upper and middle strings are marked pianissimo. Since the upper and middle strings 
typically play softly when accompanying vocal soloists, the addition of pianissimo to 
these parts creates an echo effect in the instruments and ensures that the soprano soloist 
will be heard when singing more softly at these two ‘echo’ locations. The pianissimo 
dynamic markings in this movement are unusual; of the Dixit Dominus settings studied as 
part of this thesis, the only other instance where this dynamic marking occurs is in Dixit 
Dominus (ZWV 66). In the second movement of Dixit Dominus (ZWV 66), pianissimo 
dynamic markings are added to the violin line at mm. 125 and 130. In both of these 
locations, the violin part plays short arpeggiating figures, which accompany a soprano-
alto duet. Interestingly, the text at this location, ‘Tu es sacerdos,’ is the same portion of 
the fourth psalm verse that Zelenka added pianissimo markings to in Ingegnieri’s Dixit 
Dominus.  
 
Continuo Line Modifications 
Zelenka’s modifications to the continuo line reveal his preference for fast moving 
continuo lines. Where the original continuo line contained half notes, Zelenka converted 
them into quarter notes, often via octave leaps (Example 3-20, mm. 28 and 30). This is 
particularly true in locations where no other voices or instruments move at least once per 
beat or where there are short silences in all of the voices, such as in the second beats of 
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accomplished this by modifying the cadential melodies in the soprano and alto voices and 
by chromatically altering the Bb continuo pitch to B natural, creating a strong harmonic 
drive to the C major harmony that follows. This chromatic voice leading is also 
characteristic of Zelenka’s style.  
Zelenka’s reason for changing the harmony at the cadence in mm. 29–30 also 
reveals important clues about his goal of creating harmonic balance within groups of 
phrases. The measures from mm. 26–36 set the text ‘scabellum pedum tuorum’ and form 
four short phrases of two to three measures each. The first two phrases (mm. 26–28 and 
28–30) are melodically similar. Ingegnieri wrote each of these with V-I cadences, but 
with the first phrase cadencing in C major and the second cadencing in F major. The 
second two phrases (mm. 30–33 and 33–36) are exactly the same. To create variety, 
Zelenka highlighted the second of these two phrases with an echo effect, which he noted 
through the addition of a piano dynamic marking in the continuo line. Both of these 
second two phrases conclude with a V-I cadence in F major, returning the movement to 
the home key. By changing the cadence at mm. 29–30 to C major, these four phrases are 
now harmonically balanced: the first two phrases cadence in C major and the second two 
cadence in F major.  
Zelenka also highlighted cadences through melodic embellishments such as the 
addition of trills to the violins, the addition of suspensions and anticipations, and 
modifications to melodic patterns, often creating sharp dissonances immediately before 
the cadential resolution. The opening ritornello of the fourth movement, ‘Juravit 
Dominus,’ provides an example of melodic changes and embellishments that Zelenka 
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made at a cadence. This ritornello is six measures long and consists of two phrases, with 
the first cadencing in m. 4 and the second in m. 6 (Example 3-22). The later half of the 
first phrase and the second phrase are essentially identical, and each concludes with a V-I 
cadence in F major. Zelenka, however, modified the melodic pattern in the violins at the 
second cadence (m. 6), reversing the order of the pitches at the dominant harmony (m. 6, 
beat 2) and adding a trill. The result is that the original 4–3 suspension is eliminated and 
instead the leading tone is embellished with a trill followed by an anticipation of the tonic 
pitch. This also delays the tonic pitch in the highest voice until the resolution of the 
cadence. Zelenka thus added variety to the repetition that is a part of the opening 
ritornello while also creating an aural cue that indicates the end of the ritornello and the 
beginning of the soprano solo. Interestingly, Zelenka made the same violin melody 
modification to both cadences of the concluding ritornello where the repetition of the 
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Elements of stile concitato are frequently found in the fifth and sixth psalm verses 
of Zelenka’s own Dixit Dominus settings. To Ingegnieri’s Dixit Dominus setting, Zelenka 
added sixteenth notes, octave leaps, and staccato wedges to some areas of the violin part 
that accompanies the fifth psalm verse (Example 3-25). Octave leaps are a common 
musical-rhetorical figure found in the sixth psalm verse of Zelenka’s own Dixit Dominus 
settings. At the ‘conquassabit’ portion of this text in Ingegnieri’s Dixit Dominus, Zelenka 
changed the quarter notes in the continuo line into eighth note octave leaps. Zelenka 
concluded the fifth movement with another musical-rhetorical device in the continuo line, 
this time adding eighth note descending arpeggios that suggest ruble falling back to earth 
(‘implebit ruinas’).  
In the sixth movement, Zelenka modified Ingegnieri’s melismas on the word 
‘exaltabit,’ turning them into a continuous stream of eighth notes. This modification 
makes the melodic line flow better by removing the melodic skips in the original, but it 
also provides a stronger musical-rhetorical image of both ‘exaltabit’ (‘lift up’) and of 












































Zelenka’s re-working of Dixit Dominus settings by Pitoni, Fabri, and Ingegnieri 
reveal a number of details regarding performance practice in Dresden as well as 
Zelenka’s compositional style. One of Zelenka’s main tasks was to standardize the 
instrumentation of each work to fit the orchestral forces used in Dresden, which consisted 
of four-part strings, a pair of oboes, and continuo. In some cases, such as the Pitoni and 
Fabri works, Zelenka had to compose a viola part where none previously existed. The 
addition of a viola line to the Pitoni and Fabri works, in turn, allowed Zelenka to double 
each tutti chorus voice with a string instrument, which he employed during contrapuntal 
textures in particular. 
All three works required the addition of oboes. In the Fabri and Ingegnieri works, 
Zelenka added written directives to the violin parts to indicate where the oboes were to 
double the violins. The directives that Zelenka added to these works help verify 
Zelenka’s usual procedure for the use of oboes: they typically double the violins during 
tutti chorus and ritornello passages, but they are tacet in vocal solo passages. 
To all three works, Zelenka added a number of directives for the continuo 
instruments. Specifically in the Ingegnieri work, Zelenka included ‘Rip’ and ‘Org’ 
directives to indicate when the ripieno group instruments should play (‘Rip’) and when 
only the organo group instruments should play (‘Org’). These instructions follow usual 
Dresden practice: the ripieno instruments play during tutti chorus and ritornelli, and they 
are tacet during vocal solos. In addition, where the continuo line functions as a basso 
seguente—typically during stile antico passages—the clef in which the continuo part is 
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notated indicates which continuo group instruments should play.163 In the Pitoni and 
Fabri works, where Zelenka did not explicitly include ‘Rip’ and ‘Org’ directives, 
continuo instruments were determined based on the compositional style of the passage 
(i.e. ritornello, tutti chorus, or solo). Continuo instrumentation typically changed at the 
resolution of major structural cadences. Where these points were not clear, Zelenka often 
provided some sort of clarification, such as dynamic markings. 
Zelenka inserted other markings intended for the organist. These included figures, 
which were provided only sporadically, as well as tutti/solo directives that indicated 
whether the organist should use a loud or soft organ registration. It was established that 
these directives, like the change of continuo group instrumentation, typically took effect 
at the cadential resolution of major structural points in a movement. Where these changes 
would be obvious to a copyist familiar with Dresden performance practice, Zelenka often 
did not include a tutti/solo directive. 
Other aspects of Zelenka’s re-workings reveal important characteristics of 
Zelenka’s compositional style and aesthetics. For example, Zelenka made modifications 
to cadences in each of the three works. Zelenka’s modifications to the various cadences 
reveal the importance Zelenka placed on creating clearly defined cadences. Zelenka 
achieved this through a number of methods, the most frequent of which are melodic 
embellishment, and the introduction of harmonic dissonance; these cadences are 
highlighted through the introduction of dissonances and their resulting resolution. 
Another method that Zelenka often used to highlight cadences was to imply an increase 
                                                        




in harmonic rhythm by increasing the rhythmic pace of the continuo line at the cadence. 
Zelenka’s re-workings also reveal a preference for a continuo line rhythm that changes at 
least once per beat if not more frequently. 
Zelenka also displays an affection for multiple rhythmic layers operating 
concurrently, as well as textures that consist of at least three contrapuntal layers. Where 
the original contained just two or three contrapuntal lines, Zelenka added additional 
contrapuntal lines. Zelenka’s desire for structural coherence is also evident: where 
Zelenka added parts, he frequently expanded upon motivic figures that were found in the 
original work. Zelenka used the repetition of key motivic figures unifies the movement or 
the entire work.  
Zelenka frequently modified the text underlay so that key words were 
emphasized, accented syllables were aligned with metrically strong beats, and the 
rhythms more closely resembled natural speech patterns. The text also served as an 
inspiration for a number of musical-rhetorical devices such as staccato wedges, elements 
of stile concitato, and octave leaps to passages or movements to set the dramatic fifth and 
sixth psalm verses. Zelenka frequently added staccato wedges to portions of the sixth 
psalm verse, particularly at the dramatic ‘conquassabit’ text, which depicts the smashing 
of heads. Zelenka also added staccato wedges at the end of several tutti chorus sections, 
which appears to show a preference for short concluding notes. 
Zelenka added dynamic markings sparingly, usually adding them to the 
instrumental lines. Such dynamic markings consisted mainly of piano and forte 
indications, though he did add pianissimo markings in an echo passage of one movement. 
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Where Zelenka added dynamic markings to a vocal part, it often indicated an echo effect.  
Zelenka’s additions and alterations to the Pitoni, Fabri, and Ingegnieri Dixit 
Dominus settings provide a window into both Dresden performance practice and into 
Zelenka’s composition priorities and sense of aesthetic. Further research and study of 
Zelenka’s other extant ‘Psalmi Varioum Authorum’ settings undoubtedly would reveal 
additional clues. Future study of these ‘Psalmi Varioum Authorum’ sources would be 





CHAPTER 4   
BASSO CONTINUO INSTRUMENTS IN ZELENKA’S MUSIC 
 
 
The focus of this chapter is the basso continuo group instruments in Dresden, with 
the goal of illuminating Zelenka’s method of notation for particular movements, and even 
for sections of movements. In the preparation of Zelenka’s works for modern 
performance, the notation and directives for the basso continuo group in Dresden are 
often absent or unclear. Kohlhase noted that the basso continuo group in Dresden 
consisted of an organ, one or more theorbo(s), and two or more each of cellos, 
contrabasses, and bassoons164 and Stockigt’s doctoral dissertation provided detailed 
scoring information about the basso continuo group in Zelenka Vespers psalms 
settings.165 From these two sources, one can infer that the basso continuo group 
instrumentation changes according to the compositional style of movements and sections 
of movements. Thus, understanding compositional style is key to understanding 
Zelenka’s intentions for the continuo group instrumentation. This is especially important 
when Zelenka does not place clarifying instrumentation directives in the score.166 
As noted in the introduction of this thesis, one of the difficulties for English-
speaking performers, scholars, and editors of the works of Zelenka and his Dresden 
contemporaries is that much of the research and performance practice information is 
                                                        
164 For additional details on the vocal and instrumental ensembles in Dresden, see chapter one. 
165 Stockigt, “Vespers Psalms,” 354–367. 
166 As will be discussed below, in some cases, these ‘clarifying’ continuo directives can actually 
lead to confusion if one is not thoroughly acquainted with performance and notational practices 
employed in Dresden. 
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published in German. Several of the more recent editions published by Carus-Verlag 
include foreword material with helpful English translations.167 Vratislav Bělský’s editions 
from the Musica Antiqua Bohemica series also contain important and useful information 
in English.168 In addition, Stockigt’s dissertation and her Zelenka biography monograph 
provide valuable information for the English speaker. Though written in German, an 
invaluable source of information about the basso continuo in the works of Zelenka is 
Thomas Kohlhase’s article ‘Anmerkungen zur Generalbaßpraxis der Dresdner 
Hofkirchenmusik der 1720er bis 1740er Jahre’ (‘Comments on the Basso Continuo 
practice of Dresden Court Church music of the 1720s to 1740s’) in ZS I.169 In this article, 
Kohlhase describes the composition of the basso continuo group, Zelenka’s notation for 
this group, and Kohlhase’s editorial practices for modern performing editions. The 
ensuing discussion follows from Kohlhase’s article.  
 
 
Two Continuo Instrument Groups 
The term basso continuo (henceforth, ‘continuo’) refers both to a group of 
instruments as well as a musical function. As its name implies, the continuo part runs 
continuously throughout a piece and its function is to provide a harmonic foundation for 
                                                        
167 See in particular Jan Dismas Zelenka, Te Deum in D a due cori: ZWV 146, ed. Thomas 
Kohlhase (Stuttgart: Carus-Verlag, 2014). 
168 Bělský’s editions of Zelenka’s works include the following volumes from the Musica Antiqua 
Bohemica series: II/4, II/5, II/12, II/14. 
169 Kohlhase, “Generalbaßpraxis,” 233–240. 
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the work. 170 The continuo instruments in use at the Hofkapelle fall into two main groups: 
the ‘organ’ group (sometimes called the ‘cello’ group), consisting of the organ, 
theorbo(s), and cello(s); and the ‘ripieno’ group, consisting of the contrabass(es) and 
bassoon(s).171  
Following contemporary practice, Zelenka wrote the continuo line on the bottom 
staff of each system in his autograph scores. The continuo line most often is written in the 
bass (f4) clef; however, when the clef changes, it provides a code indicating which 
instruments are to play. Furthermore, three main compositional styles—ritornelli, 
sections for vocal soloist(s) either alone or as a group, and tutti choruses—found in 
Zelenka’s music dictate the continuo group instrumentation. 
  
                                                        
170 Other oft-used terms for continuo include ‘through bass,’ ‘thoroughbass,’ and ‘generalbass’ 
which indicate the essentially omnipresent function of the continuo line. 
171 Although the orchestral rosters of the Dresden Hofkapelle included cello players, surviving 
sources provide very little evidence of cello instruments themselves or whether the cellos belong 
to the organ group or to the ripieno group. Of Zelenka’s five works with surviving sets of parts, 
only two, Angelus Domini descendit (ZWV 161) and O Magnum Mysterium (ZWV 171), include a 
cello part. The other three works with extant Dresden parts include Kyrie (ZWV 27), Sanctus 
(ZWV 35), and Ave maris stella (ZWV 110). Of these two sets of parts, only the cello part of 
Angelus Domini descendit is in Zelenka’s hand. A comparison of the cello part of Angelus 
Domini descendit with the autograph score shows that the cello nearly exactly follows the 
continuo line in the score. The exception is pitches and rhythm of the cello part in movt. 1, m. 31, 
which are different than the same location in the score. Worth noting is that during the tenor 
recitative sections in the first movement, the contrabass drops out while the cello continues to 
play, confirming that the cello (along with organ and theorbo) typically does play with vocal 
soloists. Unfortunately, this work does not include sections in which the vocal alto or vocal 
soprano voices are the highest tutti chorus voices (the continuo part of the score is written in the 
bass (f4) clef throughout), so it is not possible from this example to confirm that the cello would 
typically drop out during these sections. For more information on the five works with extant sets 
of parts, see Janice Stockigt, “Vespers Psalms,” 351–354. Based on a study of existing continuo 
group parts, Wolfgang Horn suggests that Dresden Hofkapelle performance practice may have 
divided the cellos between the ‘organ’ and ‘ripieno’ groups. See Johann David Heinichen, 
Magnificat in A, ed. Wolfgang Horn (Stuttgart: Carus-Verlag: 1987), II-IV. 
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Continuo Instrumentation in Vocal Solo and Instrumental Passages 
The continuo group instrumentation during solo passages and instrumental 
passages is straight-forward: The ripieno instruments (contrabass(es) and bassoon(s)) 
always play during purely instrumental sections, such as ritornelli. They are normally 
tacet during solo vocal sections (including vocal bass solos), although they may play 
during short interludes between vocal solo figures or phrases. As a general principle, the 
organ group instruments (organ, theorbo, cello) play almost continually. Indeed, it can be 
assumed that the organ, which is the musical foundation of the continuo group and of the 
music as a whole, plays any time notes are written on the continuo line staff.172 In short,  
• During purely instrumental sections, the organ group instruments and the 
ripieno group instruments all play; 
• During vocal solo sections, the organ group instruments play and the ripieno 
group instruments are tacet. The exception may be during short instrumental 
interludes where the ripieno instruments may also play. 
 
 
Continuo Instrumentation in Tutti Chorus Passages 
All continuo instruments typically play during tutti chorus passages. The primary 
exception to this rule is in tutti chorus passages that are composed in stile antico 
polyphony; in these situations the continuo line functions as a basso seguente, meaning 
                                                        
172 A special directive would be required in situations where the composer does not wish for the 
organ to play. Stockigt cites the example of “Senza organ:” written into the autograph score of 
Zelenka’s Magnificat (ZWV 108) (D-Dl Mus. 2358-61,13, http://digital.slub-
dresden.de/id426604083 (CC-BY-SA 4.0)). See Stockigt, “Vespers Psalms,” 357. 
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that the continuo line follows the notes of the lowest sounding voice.173 During basso 
seguente passages or movements, the continuo line of the score is notated in the clef that 
corresponds with the clef of the lowest sounding voice. Stated another way, if the tutti 
soprano or tutti alto voice is the lowest sounding voice, the continuo line will be notated 
in the soprano (c1) or alto (c3) clef; if the tutti tenor voice is the lowest sounding voice, 
the continuo line will be notated in the tenor (c4) clef; if the tutti bass voice is the lowest 
sounding voice, the continuo line will be notated in the bass (f4) clef. Although all 
continuo group instruments typically play during during homophonic concerted tutti 
chorus sections, there are occasional exceptions to this rule if the lowest sounding tutti 
chorus voice is a voice other than the vocal bass. This situation, however, is relatively 
infrequent in Zelenka’s works.174 
  
                                                        
173 Examples of basso seguente can be found in most of Zelenka’s more extended works. See the 
autograph score of Dixit Dominus (ZWV 66), movt. 3 (‘Judicabit in nationibus’), mm. 15–17 (D-
Dl Mus. 2358-D-61,8); Dixit Dominus (ZWV 68), movt. 3 (‘Amen’) (D-Dl Mus. 2358-D-61,1 ); 
Missa Sanctissimae Trinitatis (ZWV 17), movt. 3 (‘Kyrie II’), movt. 5 (‘Qui tollis’) mm. 1–33, 
movt. 8 (‘Cum Sancto Spiritu’) (D-Dl Mus. 2358-D-31, http://digital.slub-
dresden.de/id360701914 (CC-BY-SA 4.0)). 
174 See the autograph score of Te Deum (ZWV 145), movt. 6 (‘Judex crederis esse venturus’), mm. 
1–2 (D-Dl Mus. 2358-D-47, http://digital.slub-dresden.de/id426604717 (CC-BY-SA 4.0)). 
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Regardless of the compositional style or texture of the passage or movement, the 
change of clef in the continuo line provides a ‘code,’ which indicates the instrumentation 
of the continuo group. If the continuo part is notated in the: 
• Bass (f4) clef, then all continuo group instruments play; 
• Tenor (c4) clef, then all ripieno instruments are tacet, and all organ group 
instruments (organ, theorbo, celli) play; 
• Alto (c3) clef or soprano (c1) clef, then the ripieno instruments and the celli are 
tacet and only the organ (and theorbo, if present) plays.175 
 
 
Continuo Instrumentation: Summary 
The instrumentation of the continuo group is generally determined by the 
compositional style of a given passage. As summarized above, the instrumentation of the 
continuo group during vocal solo passages and purely instrumental passages is fairly 
straight forward. In tutti chorus sections, however, the continuo group instrumentation is 
determined by the clef in which the continuo line is notated. The instrumentation of the 
continuo group for the various compositional styles in Zelenka’s music can be 
summarized as follows: 
• In instrumental-only passages, all continuo group instruments play. 
• When accompanying solo voices, the organ group instruments play and the 
ripieno instruments are silent. If there are short instrumental passages between 
                                                        
175 The continuo line may be notated in the soprano (c1) clef rather than the alto (c3) if both the 
soprano and alto voices form the lowest sounding voice. The continuo group instrumentation, 
however, is the same for both the soprano (c1) and alto (c3) clefs. See the autograph score of Dixit 
Dominus (ZWV 66), movt. 3 (‘Judicabit in nationibus,’) mm.15–17 (D-Dl Mus. 2358-D-61,8); 
Dixit Dominus (ZWV 68), movt. 3 (‘Amen’), mm. 6–8 (D-Dl Mus. 2358-D-61,1).  
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figures or phrases of a vocal solo passage, the ripieno instruments may join 
the organ group instruments. 
• When accompanying tutti chorus sections, the instrumentation of the continuo 
group is determined by the clef ‘code’ as summarized above. 
 
 
Continuo Instrumentation Directives 
Because the above principles were well established at the Dresden Hofkapelle, 
composers such as Zelenka would only need to write continuo instrumentation directives 
in the score if they wished to deviate from the normal procedure. Therefore, in many 
works or movements, Zelenka provided no written directives because the instrumentation 
of the continuo group would have already been clear because of established performance 
practice procedures.176 Where Zelenka does add continuo instrumentation directives, they 
generally indicate the status of the ripieno instruments only.177 Where Zelenka wished to 
further clarify the status of the ripieno instruments or to deviate from the normal 
procedure, he often used a pair of directives written at the continuo line, ‘Rip’ and ‘senza 
Rip,’ to indicate the status of the ripieno instruments.178 Where he added ‘Rip’ or similar 
variations to the continuo line, it indicated that the ripieno instruments should play. 
Where he added ‘senza Rip’ or similar variations to the continuo line, it indicated that the 
                                                        
176 The autograph score of two of Zelenka’s Dixit Dominus settings, ZWV 66 and ZWV 67, 
include no written instructions for when the ripieno instruments are to play or be silent.  
177 The organ group instruments (organ, cello, theorbo) normally played throughout. If the 
composer wanted the celli to drop out, this would be indicated by writing the continuo line in 
either the soprano (c1) or alto (c3) clef, so no written directive would be necessary. 
178 Other common abbreviations for ‘Rip.’ and ‘senza Rip.’ include “R.,” “R:,” “senza R.,” “senza 
R:,” “s:R:,” etc. Zelenka sometimes also wrote a short vertical ‘stroke’ line between notes and 
rests of the continuo line to indicate precisely where these instructions take effect; this can be 
seen on p. 17 of the autograph score of Dixit Dominus (ZWV 68) (D-Dl Mus. 2358-D-61,1). 
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ripieno instruments should be tacet.179 In other instances, instead of writing ‘senza Rip,’ 
Zelenka wrote ‘Organo,’ ‘Org,’ or similar variations, indicating that only the organ group 
instruments (organ, theorbo, cello) should play, and, by implication, the ripieno 
instruments should be tacet. The ‘organo’ directive is therefore synonymous with ‘senza 
Rip.’180  
Another use of ‘organo’ is found in the autograph score of Te Deum (ZWV 
146).181 At m. 7 of the first movement (‘Te Deum laudamus’), the instrumentation is 
reduced to strings plus the organ group instruments. Earlier in this same movement 
Zelenka wrote “Fagotti” on the continuo line (m. 4). Here Zelenka is indicating that the 
bassoon should be the only continuo instrument to accompany the two oboes—the only 
other instruments that play in this section—thus indicating a woodwind trio 
instrumentation. Similar directives can be found in other places in this movement where 
oboes and bassoons play together (mm. 14–15) and where the strings play with the 
‘organ’ group instruments (mm. 15ff). In each of these cases, Zelenka wishes to create 
special tone colors (woodwinds vs. strings/organ), thus requiring him to notate additional 
directives in the score. 
                                                        
179 Zelenka used this procedure extensively in the autograph score of his Dixit Dominus (ZWV 
68). 
180 Kohlhase confirms this, writing “Organo: gleichbedeutend mit senza Ripieni; an den so 
bezeichneten Stellen ist die Continuostimme nur von Orgel, Violoncello und, gegebenenfalls, 
Theorbe auszuführen.” (“Organo: synonymous with senza Ripieni; at the locations so designated 
the continuo instruments include only organ, cello, and, optionally, theorbo.”) (my translation). 
See Jan Dismas Zelenka, Te Deum in D: ZWV 145, ed. Thomas Kohlhase (Stuttgart: Carus-
Verlag, 1997), 111. Zelenka’s edits to Ingegnieri’s Dixit Dominus setting (D-Dl Mus. 1131-E-4, 
http://digital.slub-dresden.de/id426604202 (CC-BY-SA 4.0)), such as mm. 12–21 of the first 
movt. (‘Dixit Dominus’), use ‘Org’ and ‘Rip’ pairs rather than ‘senza Rip’ and ‘Rip.’ 
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Unfortunately, Zelenka was not always consistent in his approach to directives for 
the ripieno group. As the following example from bass aria ‘Dignare Domine II’ in 
Thomas Kohlhase’s 1997 revised edition of Zelenka’s Te Deum (ZWV 145) illustrates, 
confusion can result for modern-day editors and performers, even for those who are well 
versed in the performance practice of the Dresden Hofkapelle.183 Zelenka’s autograph 
score for this movement includes three ripieno directives, each of which coincides with 
the beginning of one of the three ritornelli that surround the two vocal bass solo sections 
(Example 4-2).184 As was established earlier in this chapter, Dresden performance 
practice dictated that the ripieno instruments should be tacet during vocal solo passages 
and should play during instrumental passages and sometimes during short instrumental 
interludes within a vocal solo passage. As established in chapter three, when the continuo 
instrumentation changed due to a change in one of the three main compositional styles 
(instrumental only, vocal solo, tutti chorus), the normal Dresden practice was to apply the 
continuo instrumentation change at the resolution of the cadence that marked the end of 
one section and the entrance of the next. In homophonic textures, this location is usually 
quite clear; consequently, ripieno instrumentation directives often are not included in 
these situations. In homophonic textures that include phrase elision or in textures that are 
more contrapuntal in design, such as in ‘Dignare Domine II’ from Te Deum (ZWV 145), 
the location of the continuo instrumentation change is often not as clear. In these 
instances, Zelenka often added ripieno instrumentation directives at the precise locations 
                                                        
183 Jan Dismas Zelenka, Te Deum in D: ZWV 145, ed. Thomas Kohlhase (Stuttgart: Carus-Verlag, 
1997), 88–92. 
184 Zelenka wrote “R:” at mm. 5 and 54, and “Rip:” at m. 37. 
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where the changes should occur. For example, the D minor V-I cadence that concludes 
the first vocal bass section of ‘Dignare Domine II’ resolves on the third beat of m. 37. 
Because Zelenka wanted the ripieno instruments to re-enter for the ritornello starting on 
the last eighth note of m. 37 rather than at the cadential resolution on the third beat, he 
added a ‘Rip’ directive. A similar situation is found at the conclusion of the second and 
final vocal bass section, which is followed by the concluding ritornello passage. The 
vocal bass section here concludes with an A minor V-I cadence that resolves to A minor 
on the downbeat of m. 53. Zelenka, however, wanted the ripieno instruments to re-join 
not there, but in m. 54 where the continuo line repeats the three-note motive from the 
opening violin first violin line. In order to make this clear, he added a ‘Rip’ directive in 
m. 54.  
The second two ‘Rip’ directives in ‘Dignare Domine II’ also imply that the 
ripieno instruments are supposed to be tacet prior to this these directives. The reason 
Zelenka did not add ‘senza Rip’ directives to the locations where the ripieno instruments 
should drop out is that these locations would have been clear to a Dresden copyist who 
was familiar with Dresden performance practice. In the first vocal bass solo passage, the 
continuo line drops out for a short period of time (mm. 20–22) before re-entering at m. 
22. Assuming that m. 22 could be a location where the ripieno instruments should drop 
out, Zelenka added a forte dynamic marking at the first violin line, implying that this 
brief instrumental interlude was important. The dynamic marking also implies that the 
ripieno instruments should play. The continuo line then drops out again (mm. 24–27). 
When the continuo line re-enters at m. 27, it plays an accompanying role to the vocal bass 
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soloist, so this is most likely the place where the ripieno instruments should drop out. The 
re-entry of the continuo line at m. 47 of the second vocal bass section also clearly plays 
an accompanying role and would clearly be played ‘senza Rip.’ 
In Thomas Kohlhase’s revised 1997 edition of Zelenka’s Te Deum (ZWV 145), 
the bass aria ‘Dignare Domine II’ includes a ‘Rip’ directive at the initial entry of the 
continuo line only (m. 5).185 Had Zelenka indicated ‘senza Rip’ at the two locations 
where the ripieno instruments were to drop out (m. 27 and m. 47), then the intention of 
his three ripieno directives would have been clearer. Unfortunately, Kohlhase assumed 
that Zelenka’s second two ripieno directives were spurious and he omitted them, making 
it appear that Zelenka wanted the ripieno instruments to play throughout the entire bass 
aria instead of only during the three ritornelli.  
 
  
                                                        
185 Zelenka wrote “R:” at this location of the autograph score (D-Dl Mus. 2358-D-47), p. 66. 
  













The foundation of the continuo group instruments is the organ. Except in unusual 
cases where Zelenka specifically indicates that the organ is not to play, one can assume 
that the organ plays any time notes are written on the continuo line.186 The principal 
organ of the Dresden Hofkapelle had eleven stops: ten on the manual and one sixteen-foot 
bourdon pedal.187 A positive organ was also available from 1712.188Zelenka indicated the 
intensity/dynamics of the organ registration through the use of ‘solo’ and ‘tutti’ 
directives. When written immediately above or below the continuo line, these two 
directives refer exclusively to the registration of the organ.189 The ‘solo’ directive 
indicates a softer/lighter registration, whereas the ‘tutti’ directive indicates a louder/fuller 
registration. These two registration directives correspond with a general Baroque 
principle of indicating just two primary dynamic levels: piano and forte. Zelenka 
reserved the ‘tutti’ registration almost exclusively for the parts of the music that are 
scored for tutti chorus. The lighter ‘solo’ organ registration was used to accompany one 
or more vocal soloists as well as purely instrumental sections such as ritornelli. 
Unfortunately, Zelenka does not always write in these two organ registration directives. 
As Kohlhase notes, however, in these situations, “in principle, one will have to proceed 
                                                        
186 Stockigt cites the example of “Senza organ:” written into the autograph score of Zelenka’s 
Magnificat (ZWV 108) (D-Dl Mus. 2358-61,13). See Stockigt, “Vespers Psalms,” 357. 
187 This instrument, built by court organ builder Johann Heinrich Gräbner, was purchased at the 
time of the founding of the Hofkapelle. In 1722 it was modified from Chorton to Cammerton. See 
Stockigt, Zelenka, 70–71. 
188 A positive organ was purchase in 1712 and presumably was replaced in 1720 by a new 
positive organ built by Silbermann. See Stockigt, Zelenka, 30 and 71. 
189 See Kohlhase, “Generalbaßpraxis,” 234. See also Horn, Die Dresdner Hofkirchenmusik, 195. 
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analogously.”190 In other words, when Zelenka does not provide ‘tutti’ or ‘solo’ 
directives, a ‘tutti’ registration should be employed only during tutti chorus passages and 
a ‘solo’ registration should be employed in all other passages. The organ registration for 
the three main compositional styles is summarized in Table 4-1. 
 
Table 4-1. Organ registration by compositional style 
Vocal solo passages Instrumental-only passages Tutti chorus passages 
Solo Solo Tutti 
 
An additional set of directives that Zelenka sometimes used to specify a special 
type of organ registration included the terms ‘Tutti Registri’ (or the similar term, ‘Organo 
Pleno’) and ‘Registri soliti.’191 These terms can be found in the fourth movement (‘Gloria 
in excelsis Deo’) of Zelenka’s autograph score of Missa Sanctissimae Trinitatis (ZWV 
17), which opens and closes with a unison ritornello for strings, oboes, and continuo 
instruments.192 Zelenka wrote “Tutti Registri” below the first measure of the continuo 
line, which marks the beginning of the opening ritornello. At the entrance of the tutti 
vocal basses in m. 9, Zelenka wrote “Registri Soliti.” Zelenka also wrote “Tutti Registri” 
on the continuo line at the beginning of the unison ritornello that concludes the 
movement, followed by “Registri soliti” at the beginning of the following movement. 
These two sets of ‘Tutti Registri’ and ‘Registri Soliti’ directives are the only instances of 
                                                        
190 Kohlhase, “Generalbaßpraxis,” 234. 
191 In Italian, ‘soliti’ means ‘usual.’ Hence ‘Registri soliti’ indicates a return to the ‘usual’ 
registration. The ‘organo pleno’ directive is written into the organ part of Angelus Domini 
descendit (ZWV 161) (D-Dl Mus. 2358-E-39a, http://digital.slub-dresden.de/id426604369 (CC-
BY-SA 4.0)), p. 40. 
192 See D-Dl Mus. 2358-D-31, pp. 33 and 56. 
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these terms in the Mass. In this same movement, Zelenka wrote the usual ‘solo’ and 
‘tutti’ directives on the continuo staff for the music that is between the opening and 
closing ritornelli. These interior ‘tutti’ and ‘solo’ directives follow the typical organ 
registration procedure: ‘tutti’ organ registration accompanies tutti chorus passages, and 
‘solo’ organ registration accompanies all other passages. Given that Zelenka used ‘tutti’ 
and ‘solo’ directives in the interior portions of the movement, the ‘Tutti Registri’ and 
‘Registri soliti’ directives must contain additional meaning for the organ registration. 
Because ritornelli are usually accompanied by the lighter ‘solo’ organ registration, a 
‘tutti’ directive at the ritornelli would break from the usual performance practice 
procedure. If Zelenka wanted the usual ‘tutti’ organ registration, he could have simply 
written ‘tutti’ at the beginning of both the opening and closing unison ritornelli. In this 
case, however, there would have been no need to write ‘Registri soliti,’ since the tutti 
chorus that follows the opening ritornello would normally be accompanied by a ‘tutti’ 
organ registration. This implies that ‘Tutti Registri’ indicates an organ registration that is 
stronger than the usual ‘tutti’ organ registration, suggesting that Zelenka wanted to draw 
the listener’s attention to these structurally important unison ritornelli by providing them 
with additional tonal weight.  
The meaning of ‘Registri soliti’ (‘usual’ registration) must also be considered. 
Using the same ‘Gloria in excelsis Deo’ movement from Missa Sanctissimae Trinitatis 
(ZWV 17) as an example, it would be highly unusual for the tutti chorus passage that 
begins at m. 9 to be accompanied by a ‘solo’ organ registration. Therefore, the ‘Registri 
soliti’ directive here must indicate that the earlier ‘Tutti Registri’ directive is cancelled, 
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thereby returning to the ‘usual’ registration; in this case, the ‘usual’ registration would be 
a ‘tutti’ registration since the continuo line here accompanies the tutti chorus. Zelenka 
also wrote ‘Registri soliti’ at the beginning of the following movement, providing further 
evidence that the function of ‘Registri soliti’ is to cancel a ‘Tutti Registri’ and thereby 
return to the ‘usual’ organ registration pattern. 
A similar use of these two terms is found in the eighth movement (‘Et rege eos’) 
of Zelenka’s Te Deum (ZWV 146).193 Like the previous example from the Missa 
Sanctissimae Trinitatis, this movement also opens and closes with a unison ritornello, 
played in this instance by the strings and the continuo group instruments. At m. 8 where 
the tutti chorus enters, Zelenka wrote “Registri Soliti” under the continuo line, implying 
that the opening ritornello should begin with ‘Tutti Registri’ even though this directive is 
not written into the score.194 At the return of the closing ritornello (m. 49), however, 
Zelenka did add “Tutti Registri” to the continuo line, indicating that a strong organ 
registration was desired. In this case, however, Zelenka did not provide a ‘Registri soliti’ 
directive at the end of the movement or at the beginning of the next movement (‘Per 
singulos dies’). This omission is likely either an oversight by Zelenka or he felt that this 
was clear enough given the forces required for the following movement (SSA soloists, as 
well as a continuo directive indicating that only the organ only should play. 
Unfortunately, at the beginning of the closing ritornello (m. 49), the editor of the 
Carus-Verlag edition also added an editorial ‘solo’ directive to Zelenka’s “Tutti Registri” 
                                                        
193 See D-Dl Mus. 2358-D-48, pp. 60–72. 
194 The editor of the Carus-Verlag edition did add a ‘Tutti Registri’ directive to the continuo line 
in the first measure of this movement. See Jan Dismas Zelenka, Te Deum in D a due cori: ZWV 
146, ed. Thomas Kohlhase (Stuttgart: Carus-Verlag, 2014), 64–73. 
  
212
directive. A ‘solo’ organ registration is softer than a ‘Tutti Registri’ registration, so the 
editorial addition of ‘Solo’ contradicts what Zelenka wrote. This editorial ‘solo’ directive 
should be removed and instead placed at the beginning of the following movement (‘Per 
singulos dies’).  
Zelenka also added a “Tutti Registri” directive to the beginning of the third 
movement (‘Pleni sunt caeli et terra’) of Zelenka’s autograph score of Te Deum (ZWV 
145).195 Here the organ and continuo instruments alone play the seven-measure 
introduction. No ‘Registri soliti’ directive is written at the tutti chorus entry at m. 8. The 
closing ritornello, which is a repeat of the opening ritornello, does not include a ‘Tutti 
Registri’ directive nor is a ‘Registri soliti’ directive added to either the final measure of 
the movement or the opening measure of the following movement. From the perspective 
of organ registration, the musical structure of this movement is very clear: an inner 
section for tutti chorus is bookended by identical ritornelli. Based on this musical 
structure, the organ registration would have been clear to Zelenka’s copyist (‘Tutti 
Registri,’ ‘Tutti,’ ‘Tutti Registri’), and therefore it would not have been absolutely 
necessary for Zelenka to specifically note where the registration was to change.196 
In summary, evidence suggests that ‘Tutti Registri’ indicates an organ registration 
that is stronger/louder than the usual ‘tutti’ registration, and is frequently indicated by 
Zelenka at unison ritornelli that begin or end a movement. A ‘Registri Soliti’ directive 
                                                        
195 D-Dl Mus. 2358-D-46, p. 30. Based on the differences in ink color, it appears the Zelenka 
wrote “Tutti:” first and then at a later date added “Registri.” 
196 Although the Carus-Verlag edition adds an editorial ‘Tutti Registri’ directive to the beginning 
of the closing ritornello (m. 51), no editorial ‘Registri Soliti’ or ‘tutti’ directives were added to 
this movement. See Jan Dismas Zelenka, Te Deum in D: ZWV 145, ed. Thomas Kohlhase 
(Stuttgart: Carus-Verlag, 1997), 40–50. 
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usually follows a ‘Tutti Registri’ directive, canceling the ‘Tutti Registri’ registration and 
specifying that the organ registration should return to the ‘usual’ registration procedure 
for the forces being accompanied (i.e. ‘tutti’ organ registration if accompanying tutti 
chorus; otherwise ‘solo’ organ registration). The addition of ‘Tutti Registri’ indicates that 
three basic organ registrations are possible. Listed in order from loudest to softest, these 
are: ‘Tutti Registri,’ ‘tutti,’ and ‘solo.’ 
 
 
Areas of Confusion 
The relationship between the ‘solo’-‘tutti’ pairs and the ‘senza Ripieno’-‘Ripieno’ 
pairs in the continuo line is easily confused; to be clear, there is no direct relationship 
between one set of pairs and the other. As noted above, the ‘solo’-‘tutti’ pair of directives 
refer only to the registration of the organ and the ‘senza Ripieno’-‘Ripieno’ directives 
refer only to the instrumentation of the continuo group. This frequent source of confusion 
takes hold in Patricia Corbin’s Choral Journal article on the Missa Dei Fillii (ZWV 20), 
which incorrectly summarizes the meaning of ‘solo’ and ‘tutti’ directives in the continuo 
part.197 In the article, she summarizes ‘solo’ in the continuo part as indicating “soft organ 
registration, cello, theorbo, bassoon and double bass.”198 While it is often the case that 
cello, theorbo, bassoon, and contrabass accompany a soft ‘solo’ organ registration, this is 
not always so—when the orchestra accompanies one or more vocal soloists, the organ 
                                                        
197 Patricia Corbin, “ ‘Missa Dei Filii’ ZWV 20: An Introduction to the Late Masses of Jan 
Dismas Zelenka (1679 –1745),” Choral Journal 54, no. 1 (August 2013): 12. 
198 Corbin, “Missa Dei Filii,” 12. 
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does typically employ a ‘solo’ registration, but the ripieno instruments (contrabass and 
bassoon) do not play. Likewise, she writes that ‘tutti’ written into the continuo part 
indicates “full organ registration, cello, theorbo, bassoon and contrabass.”199 Although a 
‘tutti’ organ registration is usually accompanied by both the organ group instruments 
(organ, theorbo, and cello) and the ripieno group instruments (contrabass and bassoon), 
again, this is not always the case. In tutti chorus passages that are written in stile antico 
polyphony, the continuo line usually functions as a basso seguente and follows the lowest 
sounding voice. If the lowest sounding tutti chorus voice happens to be a vocal part other 
than the bass (e.g., soprano, alto, or tenor), then the ripieno group instruments (contrabass 
and bassoon) do not play. The organ, however, would still be set to a ‘tutti’ registration 
during these passages (see Table 4-1). 
A similar confusion can be found in Vratislav Bělský’s editorial comments for the 
Musica Antiqua Bohemica publication of Zelenka’s Requiem in D minor (ZWV 48). 
Bělský writes, “The ripieni (double bass, bassoons) play only when the basses of the 
choir sing and in all instrumental ritornels. In such an instance the organ (tutti) plays a 
little louder.”200 Bělský’s statement is partially correct; when the basses of the choir sing, 
the organ does employ a ‘tutti’ registration and the ripieni instruments do play. While the 
ripieni instruments do play in instrumental ritornelli, the organ in these situations, 
however, is set to a ‘solo’ registration, not a ‘tutti’ registration as Bělský describes. As 
noted before, the general principles regarding organ registration and continuo group 
                                                        
199 Corbin, “Missa Dei Filii,” 12. 
200 This should say “…plays a little louder.” See Jan Dismas Zelenka, Requiem D Moll, ed. 
Vratislav Bělský, in Musica antiqua Bohemica II/14 (Prague: Editio Supraphon, 1997), XIII. 
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instrumentation can be overridden if the composer wishes to deviate from the norm, but 




The general principle for both organ registration and ripieno group 
instrumentation is summarized in Table 4-2. Where Zelenka did not write organ 
registration or ripieno group instrumentation directives, the principles outlined in Table 
4-2 can be assumed to apply. Exceptions to the rule are specifically notated in Zelenka’s 
autograph scores. 
 
Table 4-2. Organ registration and ripieno group status for various compositional 
styles/textures 
 Vocal solo passages Instrumental-only 
passages 
Tutti chorus passages 
Organ registration 
 
‘solo’ ‘solo’ ‘tutti’ 
Ripieno group ‘senza Ripieno’ ‘Ripieno’ ‘Ripieno’ if the 
continuo part is notated 
in the bass (f4) clef; 
‘senza Ripieno’ if the 
continuo part is notated 
in a clef other than the 










Zelenka composed forty-one works for Vespers, listed as two collections in his 
Inventarium: thirty-three ‘Psalmi Vespertini’ and eight ‘Psalmi varii.’201 Twenty-nine 
survive and are housed at the Sächsische Landesbibliothek– Staats- und 
Universitätsbibliothek, Dresden (SLUB Dresden). The missing works include ten of the 
thirty-three ‘Psalmi Vespertini,’ also known as the ‘Psalmi insiemi,’ and two of the eight 
‘Psalmi varii.’202 Of the two missing ‘Psalmi varii’ works, one, Laetatus sum (ZWV 90), 
exists now only as a set of copied parts.203  
Scores to ten of the thirty-three ‘Psalmi Vespertini’ were missing by the time the 
Catalogo (1765) was compiled.204 Because the Catalogo (1765) lists these thirty-three 
works as a single entry, it is not possible to know which of the thirty-three scores were 
missing. The Catalogo (1765) does note, however, that sets of parts for all thirty-three 
works existed at that time. Fortunately, the Catalogo (c.1784) lists each of the thirty-three 
‘Psalmi Vespertini’ works as separate entries. Sets of parts for each work are listed, but 
                                                        
201 The ‘Psalmi Vespertini’ included Dixit Dominus (ZWV 66), Dixit Dominus (ZWV 68), and the 
now missing Dixit Dominus (ZWV 69). The ‘Psalmi varii’ include Dixit Dominus (ZWV 67). 
202 Missing ‘Psalmi Vespertini’ settings include Confitebor (ZWV 74), Laudate pueri (ZWV 78), 
Laudate Dominum (ZWV 86), Dixit Dominus (ZWV 69), Laudate pueri (ZWV 79), Laetatus sum 
(ZWV 89), Nisi Dominus (ZWV 93), Lauda Jerusalem (ZWV 103), Magnificat (ZWV 106), and 
Beatus vir (ZWV 77). Missing autograph ‘Psalmi varii’ settings include Laetatus sum (ZWV 90) 
and Laudate pueri (ZWV 80). 
203 CZ-Pak KMK 1400 
204 The thirty-three ‘Psalmi Vespertini’ are listed as “33 ‘Psalmi insiemi’ ” in the Catalogo 
(1765), the Catalogo (c.1784), and the SLB card catalogue. 
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scores for eleven works are listed as missing. Scores of the missing works correspond 
with entries 2, 4, 9, 19–24, 25, and 27 in the SLB card catalog entry below. The SLB card 
catalog for the thirty-three ‘Psalmi insiemi’ contains the following: 
(Aut. 231) Mus. 2358-D-61, 1–23 
Zelenka, Giovanni Disma: Ad Vesperas 33 Psalmi insieme a 4 voci [m. orch.] 
Part. u. St. Dresd. 1725–1726 23 H. m. 27 St. 4to Mus.-Mscr. Part.: Orig.-Ms. 
Kath. Hofkirche. Stimmen stehen gesondert. 
1) Dixit: 61,1 mit Bläser-Part. u. St. ;  
2) Confitebor: Part fehlt;  
3) Beatus vir: 61,2;  
4) Laudate pueri: Part fehlt;  
5) Laetatus sum: 61,3;  
6) Nisi Dominus: 61,4;  
7) Lauda Jerusalem: 61,5;  
8) Magnificat: 61.6;  
9) Laudate Dominum: Part fehlt;  
10 ) Credidi: 61,7;  
11) Dixit: 61.8;  
12); Confitebor: 61,9;  
13) Beatus vir: 61,10;  
14) Laudate pueri: 61,11;  
15) In exitu: 61,12;  
16) Magnificat: 61,13;  
17) De profundis: 61,14;  
18) De profundis: 61,15;  
19–24) Dixit; Laudate pueri; Laetatus sum; Nisi Dominus; Lauda Jerusalem; 
Magnificat: Part. fehlt;  
25) Confitebor: 61,16;  
26) In exitu: 61,17;  
27) Beatus vir: Part fehlt;  
28) Inconvertendo: 61,18;  
29) Laudate Dominum: 61,19;  
30) Beati omnes: 61,20;  
31) Confitebor Angelorum: 61,21;  
32) Memento: 61,22;  
33) Domine probasti me: 61,23.205 
                                                        
205 Bold type added to entries with missing items. See Stockigt, Catalogue, 
http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-catalogue/all-
volumes/article/796-zelenka-gio-dis (accessed 11 March 2016). 
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The SLB card catalog notes that any existing parts for these works were stored separately 
(“Stimmen stehen gesondert”), but does not indicate where. The phrase “Part[itura]. 
fehlt” (score missing) corresponds with ten of the eleven ‘Psalmi insiemi’ scores that 
were reported missing in the Catalogo (c.1784). Oddly, the score for Confitebor (ZWV 
70) appears to have resurfaced at some point between when the Catalogo (c.1784) was 
assembled and when the SLB card catalog was created in c.1918. The entry also appears 
to indicate that sets of parts for twenty-seven works existed (“m[it]. 27 St[immen].”).  
The evidence from the three catalogs listed above establishes that the ten ‘Psalmi 
insiemi’ scores that were listed as missing from the SLB card catalog likely had gone 
missing by the time the Catalogo (1765) was assembled. Although sets of parts for all 
thirty-three ‘Psalmi insiemi’ are listed in the Catalogo (c.1784), the sets of parts to six 
works appear to have gone missing between c.1784 and the creation of the SLB card 
catalog in c.1918.206 The remaining twenty-seven sets of parts all went missing during the 
Second World War. 
Both the Catalogo (1765) and Catalogo (c.1784) include individual entries for all 
eight of the ‘Psalmi varii’ works. The two catalogs both note the existence of scores for 
all eight works and sets of parts for each work except Laudate pueri (ZWV 80). SLB card 
catalog entries exist for six of the eight ‘Psalmi varii’ works.207 Of the six works with 
SLB card catalog entries, all six note the existence of both a score and a set of parts. All 
six also note that the set of parts—now missing—were stored separately.  
                                                        
206 The six missing sets of parts may have been the six works that comprised Zelenka’s third 
Vespers cycle, listed as number 19–24 in the SLB entry for the thirty-three ‘Psalmi insiemi.’ 




The evidence above indicates that the set of parts for Laudate pueri (ZWV 80) 
went missing by 1765. The score for Laudate pueri (ZWV 80) and the score and parts for 
Laetatus sum (ZWV 90) went missing at some point between c.1784 and the creation of 
the SLB card catalog in c.1918. The set of parts for the remaining six ‘Psalmi varii’ 
works, including Dixit Dominus (ZWV 67), went missing during the Second World War. 
Exactly when the Pitoni, Fabri, and Ingegnieri Dixit Dominus scores were 
transferred to SLB is unclear. Since the sources contains no stamps from the Königliche 
Öffentliche Bibliothek (Royal Public Library), but do include stamps from SLB, this 




Zelenka Dixit Dominus c.1725 (ZWV 66) 
The source for this edition is a high resolution color scan of an autograph score 
held in the Sächsische Landesbibliothek– Staats- und Universitätsbibliothek Dresden 
(SLUB Dresden), D-Dl Mus. 2358-D-61,8, http://digital.slub-dresden.de/id377718335 
(CC-BY-SA 4.0). The autograph score consists of 48 pages (22 folios) in portrait format 
with pages that are 33.5cm high by 21cm wide. Included in the 22 folios is the original 
blue-gray cover page (2 folios), which is bound inside another blue-gray cover (2 folios). 
Two blank folios follow the front cover and one blank folio precedes the back cover.  
The following items are written on the original cover in a hand other than 
Zelenka’s: In the upper left corner is written “A.b,” indicating that the work is written in 
the key of A minor. In the upper right corner “N: 11.” is written, which corresponds with 
the Inventarium entry for the ‘Psalmi Vespertini.’ At the middle center is “Dixit | à 4. | 
C.A.T.B. | J.D.Z.” In another hand, at the left side at approximately two thirds of the way 
down the page is “231,” an earlier catalog number that was probably assigned at some 
point in the nineteenth century. At the bottom left is “Hymn: | Decora Lux Æternitatis” in 
Zelenka’s hand.208 Below that is the SLB catalog number “Mus.2358-D-61,8.” At the 
bottom center of the page is stamped “Sachs. Landes-Bibl.,” with “1” (page number) 
written directly below. 
Page thirty-nine includes a stamp from SLB (“Sächs. Landesbibliothek | 
Depositum der | Kath. Hofkirche”) near the bottom center of the page. Below that is the 
SLB catalog number “Mus. 2358 | D | 61,8”; to the right of this is “(Autog. 231).” 
                                                        




As with all of Zelenka’s Vespers Psalms, the final page of the source (p. 38) 
includes an abbreviated dedication formula. According to Stockigt, the dedication 
formula consists of four components: a dedication to God, a dedication to the Virgin, a 
dedication to the Saints, and a dedication to the Royal Polish and Saxon Electoral 
family.209 The dedication in Dixit Dominus (ZWV 66) states, “Laus Deo V: M: OO. SS: | 
Semper.”210 The individual elements of this dedication formula are decoded below. 
 Dedication to God: 
Laus Deo 
 Dedication to the Virgin Mary: 
  V M (Virgini Mariae) 
 Dedication to the Saints: 
  OO SS (Omnibus Sanctis) 
 Dedication to the Saxon Electoral and Royal Polish family: 
  None given 
The work is clearly divided into five movements (‘Dixit Dominus,’ ‘Virgam 
virtutis,’ ‘Judicabit in nationibus,’ ‘De torrente,’ and ‘Sicut erat’) with a double bar line 
indicating the end of each movement. Each movement also concludes with a count of the 
total number of measures for the movement. Each page of the source consists of fourteen 
staves, approximately 19–20cm in length, and spaced approximately 7–8mm apart. There 
are four bar lines on each page that extend from the top of the top staff of the first 
accolade through the bottom of the bottom staff of the second accolade. Based on the 
consistency of the spacing of the staves and the bar lines, it appears that both were pre-
                                                        
209 Stockigt, “Vespers Psalms,” 261. For additional information on the dedication formulae, see 
ZD I, 157–158. 
210 An unintelligible character(s)/scribble is written below “OO. SS:” between “OO.” and “SS:.” 
The RISM entry for this work states the dedication is Laus Deo V: M: OO: ss. H: semper,” 
though no instance of “H:” is seen anywhere by the present reader unless it corresponds with 
previously mentioned unintelligible character(s). See RISM, 
https://opac.rism.info/search?id=211011269 (accessed 6 March 2016). 
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ruled. In the second movement, ‘Virgam virtutis,’ Zelenka added additional bar lines 
between each of the pre-ruled bar lines. These added bar lines are drawn through each 
staff, but not between staves. With the exception of the pages containing the fourth 
movement, ‘De torrente,’ (pp. 28–31) each page contains two accolades containing seven 
staves. From top to bottom, the staves are assigned to the following instruments/voices: 
violin, viola (1 and 2), soprano, alto, tenor, bass, and continuo. The oboe part is not 
written out, but is indicated via directives written above or below the violin staff. These 
directives indicate when the oboes should double the violins or soprano or when they 
should be silent. Based on the darker ink color and the positioning of these directives in 
the autograph score, the oboe directives appear to be a later reworking by Zelenka.211  
The fourth movement, ‘De torrente,’ contains three staves per accolade for mm. 
1–4 and 5–8 (p. 28). From top to bottom, the staves are assigned to the violin, tenor solo, 
and continuo. Pages 29–30 contain seven accolades and page 31 contains six accolades, 
each consisting of two staves (tenor solo and continuo).212 
Zelenka entered this work on page 32 of his Inventarium under the heading 
‘Psalmi Vespertini.’ This work is the eleventh entry (the third entry on the page), which 
begins a second Vespers cycle.213 It is listed as “Dixit à 4: C:A:T:B. VV[iolini]: 2 | Oboe 
2. viole 2. e Basso Conti[nuo] | cum partitura.” The “cum partitura” appears to be a later 
addition, and indicates that a score did exist. The entry also indicates that the work is in A 
                                                        
211 For more on the oboe part and the accompanying instructions, see the ‘Edition Notes’ section 
below for Dixit Dominus (ZWV 66). 
212 For more on the instrumentation of ‘De torrente,’ see the ‘Edition Notes’ section below for 
Dixit Dominus (ZWV 66). 




Folio 71v of the Catalogo (1765) lists all thirty-three ‘Psalmi Vespertini’ under a 
single entry as “33. Psalmi. insiemi. | a 4. voci con stromenti.” 214 The entry lists four 
sequential shelf locations for these works in Schranck III: Fach 21 / Lage 3, Fach 21 / 
Lage 4, Fach 22 / Lage 1, and Fach 22 / Lage 2. The entry also notes that 23 of the 33 
scores existed. Parts are listed, presumably for all 33 works, since no number is provided.  
This work is also listed on page 63 of the Catalogo (c.1784) as “[black ink:] 
Zelenka | [red ink:] No: 11.) Dixit | [black ink:] à 4. voci | co’ VVni. Viola ed Organo” 
followed by the incipit of the first violin part (first two measures). The entry indicates the 
existence of both a score and a set of parts, and that they were located in Schranck III / 
Fach 19 / Lage 3. 
Eitner’s Quellen-Lexikon entry for Zelenka notes that the Catholic church in 
Dresden held a large quantity of works by Zelenka including a number of Psalm 
settings.215 Individual Psalm settings are not identified, nor are the exact number of Psalm 
settings held. 
The SLB catalog for the 33 ‘Psalmi insiemi’ indicates in part: 
(Aut. 231) Mus. 2358-D-61, 1–23 
Zelenka, Giovanni Disma: Ad Vesperas 33 Psalmi insieme a 4 voci [m. orch.] 
Part. u. St. Dresd. 1725–1726 23 H. m. 27 St. 4to Mus.-Mscr. Part.: Orig.-Ms. 
Kath. Hofkirche. Stimmen stehen gesondert.  
1) Dixit: 61,1 mit Bläser-Part. u. St.; […]216  
                                                        
214 ‘Psalmi insiemi’ literally means ‘Psalms together’ or ‘set of Psalms.’ 
215 “Zelenka, Johann Dismas […] Die kathol. Kirche in Dresden besitzt ein grossen Spind, der 
seinen Namen trägt gefüllt mit Kompositionen von ihm, meistens in Autograph. Es sind 
vorhanden [...] Psalmen […].” See Eitner, Quellen-Lexikon, 10:337. 
216 Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-
catalogue/all-volumes/article/796-zelenka-gio-dis (accessed 6 March 2016). 
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Zelenka Dixit Dominus c.1728 (ZWV 67) 
Two sources for this work are known to exist. Source A is Zelenka’s autograph 
score, held in the Sächsische Landesbibliothek– Staats- und Universitätsbibliothek 
Dresden (SLUB Dresden). The second, Source B, is a set of parts that were copied in the 
eighteenth century, and currently held at Archiv Pražského hradu (the Archives of Prague 
Castle). Source A serves as the primary basis for this edition. In order to more easily 
compare the two sources, an edition of Dixit Dominus (ZWV 67) that is re-constructed 
from the Prague parts (Source B) is also included. Where the autograph score edition has 
been informed by details found in the Prague parts, a note has been added to ‘Edition 




Source A is a high resolution color scan of an autograph score held in the 
Sächsische Landesbibliothek– Staats- und Universitätsbibliothek Dresden (SLUB 
Dresden), D-Dl Mus. 2358-D-64, http://digital.slub-dresden.de/id377718955 (CC-BY-SA 
4.0). The autograph score consists of twelve pages (six folios) in portrait format with 
pages that are 34cm high by 21cm wide. Also included is the original blue-gray cover 
page (two folios), which is bound inside another blue-gray cover (two folios). The 
original cover page is partially damaged and in places the ink has faded considerably, 
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making it difficult to discern what is written in some locations. According to the RISM 
entry for this work, a set of thirty-two parts has been missing from SLB since 1945.217 
The following items are written on the original cover in Zelenka’s hand. In the 
upper left corner of the cover is written “C” above a slanted double-line brace, indicating 
that the work is in the key of C major. At the top right is written “#1mo [of ‘Dixit’ 
settings] ex Psalmis | Separatis,” indicating that this is the first work in Zelenka’s ‘Psalmi 
varii’ from the Inventarium (see below for more details on this source). At the center is 
written “Dixit à 4 | C:A:T:B: | [VViol]in | Oboe 2 | Viola | e | Basso Contin[uo]: | di | G: 
D: Z:” At the top, to the left of center is written “1.[?] Schranck No. 3. | Z. 23. Fach 1. 
Lage | c: part: cav: | Zelenka” in the hand of Joannes Georg Schürer, compiler of the 
Catalogo (1765). At the bottom left is written the SLB catalog number (“Mus 2358-D-
64”) in an unknown hand. Below that, written in Zelenka’s hand is “Ad Regias Agni 
dapes” (“At the Lamb’s high feast”).218 
The final page of the source (p. 14) includes a stamp from SLB (“Sächs. 
Landesbibliothek | Depositum der | Kath. Hofkirche”) near the bottom center of the page. 
Below that is the SLB catalog number “Mus. 2358 | D | 64.” At the bottom left side of the 
page is “(Autog. 233),” an earlier catalog number that was probably assigned at some 
point in the nineteenth century. 
                                                        
217 RISM, https://opac.rism.info/search?id=211011268 (accessed 4 March 2016). 




As with all of Zelenka’s Vespers Psalms, the final page of the source (p. 14) 
includes an abbreviated dedication formula.219 The dedication found on the final page of 
the source of Dixit Dominus (ZWV 67) states, “A: M: D: G: V: M: OO: SS: H | AA P: in 
R:.” The individual elements of this dedication formula are decoded below. 
 Dedication to God: 
A M D G (Ad majorem Dei gloriam) 
 Dedication to the Virgin Mary: 
  V M (Virgini Mariae) 
 Dedication to the Saints: 
  OO SS H (Omnibus Sanctis honor) 
 Dedication to the Saxon Electoral and Royal Polish family: 
  AA P in R (Augustissismo Principi in reverentia) 
Each page of the source contains fourteen staves, approximately 19cm in length, 
and spaced approximately 6–8mm apart. The consistency of the stave dimensions 
suggests that these pages were pre-ruled. Each page contains two accolades, each 
consisting of seven staves. From top to bottom, the staves are assigned to the following 
instruments/voices: violin, viola, soprano, alto, tenor, bass, and continuo. The oboe part is 
not written out, but was added later by Zelenka via written directives.220 When the verso 
side of one folio faces the recto side of the following folio, the first accolade extends 
from the upper half of the verso to the upper half of the recto side. Similarly, the second 
accolade extends from the lower half of the verso side to the lower half of the recto side. 
The exceptions are the first and last pages, which do not have facing pages. The work 
consists of a single movement of ninety-two measures in length. There are four bar lines 
on each page, which extend from the top of the top staff of the first accolade through the 
                                                        
219 For additional information on the dedication formulae, see ZD I, 157–158. See also Stockigt 
“Vespers Psalms,” 260–265. 
220 For more on the oboe part, see the ‘Edition Notes’ section below for Dixit Dominus (ZWV 67). 
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bottom of the bottom staff of the second accolade. The consistent width of the bar lines 
suggests that the bar lines were pre-drawn. 
Zelenka entered this work on page 40 (=p.34) of his Inventarium under the 
heading ‘Psalmi varii | J. D. Z. Separatim | Scripti’ (‘Psalmi varii’). This work is the first 
entry and is listed as “Dixit Dominus a 4 C:A:T:B: | VViolin[i]. 2 oboe 2 ad libi[tum]: 
Viole | e’ Basso Contin[uo]: cu[m] partitu[ra]:.” The entry also indicates that the work is 
in C major. According to Stockigt, Zelenka originally entered this work on page 39 (=p. 
33) of his Inventarium as his third cycle of Vespers psalms, later erasing the entry.221 
Zelenka also listed this work as the second entry in his ‘Psalmi varii’ (c.1735) as “Dixit à 
4 VV[iolini]: 2 Obo[e]: 2. Viole | e orga[no].” The ‘Psalmi varii’ (c.1735) entry also 
indicates that the work is in C major. 
Folio 72r of the Catalogo (1765) lists this work as “Zelenka | Dixit Dominus. | a 4. 
voci con stromenti” followed by the incipit of the first part (first two measures). The 
entry indicates the existence of both a score and a set of parts, and that they were located 
in Schranck III / Fach 23 / Lage 1. 
This work is also listed on page 67 of the Catalogo (c.1784) as “[black ink:] 
Zelenka | [red ink:] Dixit Dominus | [black ink:] à 4. voci | co’ VVni. Viola ed Org[ano]” 
followed by the incipit of the first violin part (first two measures). The entry indicates the 
existence of both a score and a set of parts, and that they were located in Schranck III / 
Fach 21 / Lage 1. 
                                                        
221 Stockigt, “Vespers Psalms,” 453. 
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Eitner’s Quellen-Lexikon entry for Zelenka notes that the Catholic Church in 
Dresden held a large quantity of works by Zelenka including a number of psalm 
settings.222 Individual psalm settings are not identified, nor are the exact number of psalm 
settings held at the Catholic Church. 
The SLB card catalog entry for this work indicates: 
(Aut. 233) Mus. 2358-D-64 
Zelenka, Giovanni Disma: 
Dixit Dominus a 4 voci [m. Orch.] [Z 67] C-dur. Part. u. St. 1 H. m. 32 St. 4to 
Mus.-Mscr. Part.: Orig.-Ms. Kath. Hofkirche. Stimmen stehen gesondert223 
 
Source B 
Source B is a set of parts held in Prague at Archiv Pražského hradu (the Archives 
of Prague Castle).224 The Archives of Prague Castle kindly provided black-and-white 
microfilm images of these parts for this project. The work is listed by Štefan as “([1462] 
Sign. 1397); DIXIT DOMINUS; Ms. [partim Sg225]; Prov.: Sg; x (CATB, Vno I II, Vla, 
/Vlne/, Clno I II ex C, org).”226 Kohlhase noted that these parts were copied in the second 
third of the eighteenth century227 and Stockigt noted that Štefan “advised that these parts 
                                                        
222 “Zelenka, Johann Dismas […] Die kathol. Kirche in Dresden besitzt ein grossen Spind, der 
seinen Namen trägt gefüllt mit Kompositionen von ihm, meistens in Autograph. Es sind 
vorhanden [...] Psalmen […].” See Eitner, Quellen-Lexikon, 10:337. 
223 Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-
catalogue/all-volumes/article/797-zelenka-gio-dis (accessed 4 March 2016). 
224 CZ-Pak 1397 
225 Sg is Josef Antonin Sehling. From 1737, Sehling was the second violinist for the orchestra of 
the Prague Cathedral and often acted as Music Director for the ailing Jan Frantisek Novák. See 
Jiří Štefan, Ecclesia Metropolitana Pragensis Catalogus Collectionis Operum Artis Musicae, 
(Prague: Editio Supraphon, 1992), 1:71. 
226 Štefan, Ecclesia Metropolitana Pragensis, 2:287. 
227 “1397: Dixit Dominus ZWV 67. Dixit Dominus. / à / Canto. Alto. / Tenore. Basso. / Violinis 2. 
/ Viola. / Clarinis 2 ex C. / è / Fondamento. / del Sig Giovanni Disma Zelenka. / Ex rebus / 
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were prepared between the years 1740 and 1756.”228 The parts were formerly held in the 
library of the Cathedral of St. Vitus and consist of eleven handwritten parts (one folio per 
part).  
The following items are written on the cover sheet to the set of parts. In the upper 
right corner of the cover is written “869 | N: 43 | 1397.” The number “1397” corresponds 
with the current catalog signature. According to Kohlhase, “N: 43” is an older catalog 
signature.229 It is not clear what “869” means, though it would seem likely that it is a 
catalog or reference number. 
In the middle of the cover page is written, “+ | Dixit Dominus. | à | Canto. Alto. | 
Tenore. Basso. | Violinis 2. | Viola. | Clarinis 2 ex C. | è | Fondamento. | [?]230 Sigl 
Giovanni Disma Zelenka.” At the bottom, just to the right of center is written “280x218,” 
presumably the dimensions in millimeters of the folios. At the bottom right is written “+2 
| 11 fol[ios],” likely in the hand of a later librarian/archivist.231 Directly below that, in 
another hand, is written “Ex rebus | Josephi Antonii | Sehling.”232 
                                                                                                                                                                     
Josephi Antonii / Sehling. Partly in the hand of J. A. Sehling, second third of the 18th century. 11 
parts (One sheet each + one common cover sheet = 2 sheets, 28x22cm); CATB, Vl I and II, Vla, 
Vlne (in another hand), Clno I and II in C, Organo. Old signature: N: 43.” (my translation) See 
Thomas Kohlhase, “Der Dresdener Hofkirchenkomponist Jan Dismas Zelenka: Ein 
Forschungsbericht,” in Musik des Ostens 12 ed. Hubert Unverricht, (Kassel: Bärenreiter, 1992), 
138. 
228 Stockigt, “Vespers Psalms,” 454 n.1211. 
229 Kohlhase, “Der Dresdener Hofkirchenkomponist,” 138. 
230 Illegible on the microfilm. According to Kohlhase, this is “del.” See Kohlhase, “Der 
Dresdener Hofkirchenkomponist,” 138. 
231 “11 fol[ios]” indicates that the work exists as 11 sheets of paper (one per part). “+2” likely 
refers to the two cover sheets. 
232 The individual characters are not entirely clear on the microfilm viewed. Where characters 




The instrument of each part is labeled at the top of each folio. The labels are: “+ 
Canto.,” “+ Alto.,” “+ Tenore.,” “+ Basso.,” “+ Clarino Primo ex C.,” “+ Clarino 2do ex 
C.,” “+ Violino Primo.,” “+ Violino 2do,” “+ Viola.,” “+ Organo,” and “Violone.” Each 
of the eleven parts appears to be written on pre-lined paper, since each part contains a 
number of unused staves following the final measure. The soprano, alto, tenor, violin 1, 
violin 2, and organ parts each contain ten staves on both sides of the folio. The vocal bass 
part contains eleven staves on both sides of the folio. The viola part and both clarino parts 
contain eleven staves on the recto side of the folio.233  
Kohlhase notes that the violone part appears to be in the hand of someone other 
than the person who copied the other ten parts.234 The RISM entry for this work also 
notes that the violone part was “probably later added.”235 Paleographic features 
suggesting this assumption are listed below. 
• Unlike any of the other ten parts, the violone part has twelve staves on the 
recto side and ten staves on the verso side.  
• The staff lines of the violone part appear to be less consistent in thickness and 
in the spacing between lines when compared with the other parts. 
• The capital “D” of “Dixit” in the violone part is significantly different in form 
compared to the other parts. 
• The Common Time ‘C’ meter signature of the violone part does not contain a 
vertical hook at the top, which is present in all of the other parts. 
• The bass clef is significantly different in form when compared with the other 
parts with a bass clef (vocal bass and organ). 
                                                        
233 The number of staves on the verso side of these parts could not be determined since these 
images were not included in the microfilm. 
234 Thomas Kohlhase, “Der Dresdener Hofkirchenkomponist,” 138. 
235 RISM, https://opac.rism.info/search?id=550268658 (accessed 1 April 2016). 
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• Notes with stems pointing down are generally drawn from the middle of the 
note head in the violone part, but are drawn from the left side of the note head 
in the other parts. The stems of the notes in the violone part also appear to be 
generally thinner than those of the other parts. 
• The instrument name at the top of the violone part is listed as “Violone” 
whereas all of the other instrument names begin with “+” written before the 
instrument name. 
• The double bar line at the end of each part has been scribbled out except in the 
violone part. 
 
A major difference between the Prague parts and the Dresden autograph is the 
absence of an oboe part and the addition of two trumpet parts in the Prague source. 
Stockigt notes that the trumpets in Prague were tuned in C, allowing trumpets to be added 
to a C major work such as Dixit Dominus (ZWV 67).236 Stockigt noted other main 
differences of the Prague parts, including: 
• “many additions and alterations in the figuring of the bass line 
• alterations to the vocal and instrumental pitches and rhythms 
• the addition of cadential trills and alterations to precadential passages in 
the vocal parts 
• pitch differences in the bass line 
• the addition of dynamics 
• the basso continuo part of the Prague copy is specified as organ and 
additions of the terms “solo,” “soli,” and “tutti” made to this part.”237 
                                                        
236 Stockight, “Vespers Psalms,” 313. Stockigt also notes that the trumpets in Dresden were tuned 
in D. 
237 Stockigt, “Vespers Psalms,” 455. 
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Although the Prague source contains both a “Violino Primo” and a “Violino 2do” part 
compared with just one violin part in Zelenka’s autograph score, close examination of the 




Zelenka Dixit Dominus 1726 (ZWV 68) 
Zelenka’s Dixit Dominus (ZWV 68) was published by Carus-Verlag in 1984 under 
the editorship of Matthias Hutzel.238 This edition was carefully prepared and documented, 
so a new edition was not created for this thesis.239 
  
                                                        
238 Jan Dismas Zelenka, Dixit Dominus in D, ed. Matthias Hutzel (Stuttgart: Carus-Verlag, 1984). 




Zelenka Dixit Dominus (ZWV 69) 
Zelenka’s Dixit Dominus (ZWV 69) is missing. Zelenka entered this work on page 
thirty-two of his Inventarium under the heading ‘Psalmi Vespertini.’ This work is the 
nineteenth entry (the tenth entry on the page) and is listed as “Dixit a 4. C:A:T:B: 
Violi[ni]. | 2 Oboe 1 e Viole ad libit[um]. | col partitura.” The “col partitura” addition to 
the entry indicates that a score did exist. The entry also indicates that the work is in F 
major (“F:”). This work is the first of six works in Zelenka’s third Vespers cycle, all of 
which are missing.240 
Folio 71v of the Catalogo (1765) lists all thirty-three ‘Psalmi Vespertini’ under a 
single entry as “33. Psalmi. insiemi. | a 4. voci con stromenti.”241 The entry notes that 
twenty-three of the thirty-three scores existed, but does not indicate which scores were 
missing. Parts are listed, presumably for all thirty-three works, since no number is 
provided.  
This work is listed as the third entry on page sixty-four of the Catalogo (c.1784) 
as “[red ink:] 19.) Dixit | [black ink:] à 4. voci | co’ VVni. Viola ed Org[ano]” followed by 
the incipit, presumably of the first violin part (first measure and a half), which is 
reproduced in Example 5-1 below. The entry lists the storage location of the work as 
Schranck III / Fach 23 / Lage 1, and indicates that parts were included, but not a score. 
  
                                                        
240 Stockigt, “Vespers Psalms,” 460. 
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Kapellknaben, an ensemble of young males, trained in singing and instrumental 
playing.243 
  
                                                        
243 Stockigt, “Vespers Psalms,” 460. For information on the Kapellknaben, see the ‘Musicians of 
the Dresden Hofkapelle’ section of chapter one. 
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Pitoni/Zelenka Dixit Dominus 
The source for this edition is a color scan of the score held in the Sächsische 
Landesbibliothek– Staats- und Universitätsbibliothek Dresden (SLUB Dresden), D-Dl 
Mus. 2117-D-3, http://digital.slub-dresden.de/id426603931 (CC-BY-SA 4.0). The score 
was copied by a person Horn identifies as ‘ZS 0’244 and later marked up and altered by 
Zelenka.245 The RISM entry and Stockigt both suggest that this work was copied between 
c.1725 and c.1733.246 Pitoni’s Dixit Dominus setting consists of sixteen pages (eight 
folios) in landscape format with pages that are 20cm high by 33.5cm wide. The original 
blue-gray front and back covers have been retained.  
At the center of the original cover page is written “Dixit Dominus | C.A.T.B. | 2 
Viol[ini] | con | organo.” At the bottom right of the cover page is written “del Sigr 
Pitoni.” In the upper right corner of the cover page is written “Nro 8:” in Zelenka’s hand, 
which corresponds with the ‘Psalmi varii’ (c.1735) catalog number.247 At the bottom left 
of the page is written “B” above a slanted double-line brace, indicating that the work is in 
the key of Bb major. Below this is written “Mus.2117-D-3,” the SLB catalog number for 
the work. At the bottom center of the page is stamped “Sachs. Landes-Bibl.,” with “1” 
(page number) written directly below. 
Each page of the score contains eight staves, between approximately 31.5cm and 
32cm in length, and spaced approximately 10–13mm apart. The consistency of the stave 
                                                        
244 See Horn, “Die wichtigsten Schreiber,” in ZS I, 164 and 173. 
245 For a detailed description of Zelenka’s markings and alterations, see the ‘Edition Notes’ for 
this work listed later in this chapter. 
246 RISM, https://opac.rism.info/search?id=212006750 (accessed 21 June 2016). Stockigt, 
“Vespers Psalms,” 595. 
247 See below for details related to this number. 
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dimensions suggests that these pages were pre-ruled. From top to bottom, the staves are 
assigned to the following instruments/voices: violin 1, violin 2, viola (added by Zelenka), 
soprano, alto, tenor, bass, and continuo. Unlike the Fabri and Ingegnieri Dixit Dominus 
settings in Zelenka’s library, Zelenka did not add oboes to Pitoni’s Dixit Dominus setting. 
The work is clearly divided into three movements (‘Dixit Dominus,’ ‘Tecum 
principium,’ and ‘Sicut erat’), with a double bar line indicating the end of each 
movement. The bar lines on all pages extend from the top of the top staff through the 
bottom of the bottom staff. 
The opening movement is written in 3/8 meter, but bar lines generally are written 
every other measure only, presumably to make it easier for the copyist to fit more notes 
on a page without producing excessive visual clutter.248 Because of this as well as the fact 
that the last measure on page one is just one actual measure rather than two, the actual 
number of measures can be deceiving. The first page (p. 3) contains twenty-one 
measures, the second page (p. 4) eighteen measures, and the third page (p. 5) nine 
measures of the first movement, producing a total of 48 measures. 
The second movement is written in ‘cut-C’ meter, which indicates 4/2 in this 
context. Here again the exact number of measures can be deceiving at first glance. The 
last measure on page six (m. 15) is only half of a measure. This is followed by complete 
measures through the end of the movement, resulting in the actual bar line from m. 16 to 
the end being displaced by two beats from where it appears in the source. The second 
movement contains a total of fifty measures. 
                                                        
248 A bar line was added in the continuo line at the end of the first measure only to indicate the 
proper positioning of the bar lines. 
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Like the opening movement, the third movement is also in 3/8 meter and includes 
bar lines written only every two measures except for the first measure of the continuo 
line. The third movement contains sixty-one measures, resulting in a total of 159 
measures for the complete work.249 
Zelenka listed the work on page thirty-five of his Inventarium under the ‘Psalmi 
Variorum Authorum’ heading. The work is the eighth entry and is listed as “Dixit a 4. 
VViol. 2 Obo. Viola ad libitu. e Basso Continuo.” Zelenka later added to this entry “P” 
above a slanted double-line brace. The meaning of “P” is unclear, though Stockigt 
suggests that it may indicate the place, person, or institution that supplied Zelenka with 
the source.250 The entry also includes “b.” (Bb major) as the key of the work, beneath 
which is written “brevius,” presumably to indicate that this work is of relatively short 
duration.  
Zelenka listed the work on folio 2r of the ‘Psalmi varii’ (c.1735), (“Nro 19mo Dixit 
Dominus”), as entry number seven with “b” identifying Bb major as the key of the work. 
The entry is listed as “Dixit a 4: Violin 2, ob: 2, Viola – ed Orga:” with the composer 
listed as “Pitoni.” Note that this work is listed as number seven under the ‘Psalmi 
                                                        
249 Stockigt’s dissertation entry for this work incorrectly states that the work is 107 measures 
long, which results from counting bar lines (including unwritten bar lines at the end of each 
page). Some bars in all three movements are split between pages, however, and most bar lines in 
the outer two movements span two measures. See Stockigt, “Vespers Psalms,” 612. 
250 From an email correspondence with Janice Stockigt, dated 30 December 2015. More details 




Variorum Authorum’ of the Inventarium, but number eight in the ‘Psalmi varii’ 
(c.1735).251 
The work is listed on folio 37v of the Catalogo (1765) as “Di Pitoni | Psalmi | 
Dixit Dominus | a 4 voci, con stromenti” followed by the incipit of the first violin part 
(first four measures). The entry lists the storage location of the work as Schranck II / 
Fach 10 / Lage 9. Only the score is listed (no set of parts). 
A label that corresponds with the Catalogo (c.1784) is kept with the score.252 On 
the label is written “[black ink:] Lit: [red ink:] P. | [black ink:] Schranck No: II | 7. Fach 
10. Lage | [red ink:] Psalmi | Dixit Dominus | [black ink:] à 4. voci | co VV.ni Viola ed 
Org. | Partitura sola | del Sigr Pitoni | [incipit violin 1].” According to the RISM entry for 
this work, the label was written by Carl Gottlob Uhle, compiler of the Catalogo 
(c.1784).253 Because this entry would be located in one of the two missing volumes of the 
Catalogo (c.1784), it is not possible to verify or cross-reference this information against 
the Catalogo (c.1784) itself. 
Eitner included the work in his Quellen-Lexikon, noting that it was held in the 
archive of the Dresden Catholic Church.254 SLB entered the Pitoni Dixit Dominus under 
the catalog number “Mus.2117-D-3.” The SLB card catalog entry for this work indicates 
                                                        
251 The number on the front cover of the score (“N|ro | 8:”) corresponds with the ‘Psalmi varii’ 
(c.1735) catalog number 
252 Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-
catalogue/all-volumes/article/340-pitoni (accessed 29 December 2015). 
253 RISM, https://opac.rism.info/search?id=212006750 (accessed 29 December 2015). Regarding 
Uhle, see Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/ (accessed 24 
April 2016). 
254 “Pitoni, Giuseppe Ottavio [...] Im Archiv der kath. Kirche in Dresden 1 Vesperpsalm. Dixit . . . 
4 voc. c. strom. Mss. P.” See Eitner, Quellen-Lexikon, 7:463. 
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“Pitoni, Giuseppe Ovtavio [sic]. Dixit Dominus. [A 4 voci, violini, viola ed organo]. [Ps. 
109]. B-dur. Part. 1 Bd. quer. 4to. Mus.-Mscr. Kath. Hofkirche.”255  
  
                                                        
255 Stockigt, Catalogue, (accessed 29 December 2015). 
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Fabri/Zelenka Dixit Dominus 
The source for this edition is a color scan of the score held in the Sächsische 
Landesbibliothek– Staats- und Universitätsbibliothek Dresden (SLUB Dresden), D-Dl 
Mus. 2720-E-1,1. http://digital.slub-dresden.de/id426602188 (CC-BY-SA 4.0). The score 
was copied by a person Horn identifies as ‘ZS 0var’256 and later marked up and altered by 
Zelenka.257 According to the RISM entry for this work, it was copied c.1725–c.1733.258 
Stockigt suggested that it was copied in the early 1730s.259 The source is the first of five 
Vespers Psalmi de Confessore attributed to Fabri, all five of which are bound together in 
a single volume.260 According to the RISM entry for this work, these five works were 
bound together in the nineteenth century.261 Fabri’s Dixit Dominus setting consists of 
twelve pages (six folios) in landscape format, each 20.5cm high by 33cm wide. The 
original blue-gray cover has been retained, but it appears that the back cover was 
removed when bound together with the other four Fabri psalm settings. The overall 
volume containing the five Fabri works is bound in a dark blue/green cover with a 
marbled finish.  
On the original cover page is written “Dixit à 4 | Violi[ni] 2 | Viola | Trombe 2. | 
Fabri.” in Zelenka’s hand. At the top left of the original title page Zelenka wrote “C” 
                                                        
256 See Horn, “Die wichtigsten Schreiber,” in ZS I, 164 and 174. Eitner incorrectly attributed the 
handwriting entirely to Zelenka. See Eitner, Quellen-Lexikon, 3:374. 
257 For a detailed description of Zelenka’s markings and alterations, see the accompanying 
‘Edition Notes’ found later in this chapter. 
258 RISM, https://opac.rism.info/search?id=212006883 (accessed 28 October 2015). 
259 Stockigt, “Vespers Psalms,” 596. 
260 Stockigt, “Vespers Psalms,” 645. The Fabri works in this volume are: Dixit Dominus, D-Dl 
Mus. 2720-E-1,1; Confitebor, D-Dl Mus. 2720-E-1,2; Beatus vir, D-Dl Mus. 2720-E-1,3; 
Laudate Dominum, D-Dl Mus. 2720-E-1,4; and Laudate pueri, D-Dl Mus. 2720-E-1,5. 
261 RISM, https://opac.rism.info/search?id=212006883 (accessed 28 October 2015). 
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above a slanted double-line brace to indicate that the work is in C major. At the top right, 
the number “35,” Zelenka’s Inventarium number for this work, has been erased and “N|r 
6.|to:” has been written over it. The latter number corresponds with the number Zelenka 
assigned to the work in his ‘Psalmi varii’ (c.1735) catalog.262 At the very top left edge is 
written “R:.”263  
At the left margin of the cover page is written “Schranck No. 1 | 13. Fach, 1. 
Lage” in a hand other than Zelenka’s and ‘ZS 0var.’ Below this is written the incipit for 
the first violin part. This catalogue information matches the work’s position in the 
Catalogo (1765).264 The cover page includes two library references of various eras. At the 
bottom left margin is written “(A79)” (nearly illegible) and below that is “Mus.2720-E-
1,1,” the SLB catalog number for the work. At the bottom center of the page is stamped 
“Sachs. Landes-Bibl.” The inscription “A79” is a catalog number attributed to the work 
once it was transferred to the Royal Music collection. Eitner references this catalog 
number in his Quellen-Lexikon: 
Of his [Fabri’s] works, I only know of those in the Royal Music collection. Ms. 
A79 in Zelenka’s hand. 5 Psalm settings for 4 voices with 2 violins, viola, and 
parts under the name Fabri.265 
 
Each page of the score contains ten staves, between approximately 30cm and 
32cm in length, and spaced approximately 9mm apart. The consistency of the stave 
                                                        
262 See ‘Psalmi varii’ (c.1735), folio 2r. 
263 The RISM entry for this work suggests that “R:” may be an abbreviation for ‘Reviso.’ See 
RISM, https://opac.rism.info/search?id=212006883 (accessed 26 April 2016). 
264 See below for more information on the Catalog (1765) entry for this work. 
265 “Von Kompositionen kenne ich nur in der Kgl. Musikalien-Samlg. [Königliche Musikalien-
Sammlung] Ms. A79 von Zelenka's Hd. 5 Psalmen gesänge zu 4 Stim. mit 2 V. Va. und P[arti]. 
unter dem Namen Fabri.” See Eitner, Quellen-Lexikon, 3:374. 
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dimensions suggests that these pages were pre-ruled. In addition, the final pages of two 
other Fabri works in this Vespers cycle, Confitebor (D-Dl Mus.2720-E-1,2) and Laudate 
Dominum (D-Dl Mus.2720-E-1,4), contain only blank staves, also suggesting that the 
pages were pre-ruled. From top to bottom, the staves are assigned to the following 
instruments/voices: clarino 1, clarino 2, violin 1, violin 2, viola, soprano, alto, tenor, bass, 
and continuo. Oboes were added by Zelenka. When present, the oboes double one or both 
violin parts according to directives written on the violin staff. 
The bar lines for the pages of the first movement (pp. 1–7) are generally evenly 
spaced with eight measures per page; the exception is page seven, which contains nine 
measures. The bar lines for the pages of the second movement (pp. 8–10) are generally 
evenly spaced with thirteen, twelve, and fourteen measures per page, respectively. The 
bar lines on all pages extend from the top of the top staff through the bottom of the 
bottom staff. 
Zelenka listed the work on page thirty-eight of his Inventarium under the ‘Psalmi 
Variorum Authorum’ heading. The work is the thirty-fifth entry and is listed as “[black 
ink:] 35. | c. | Dixit à 4 | VV2 | [red ink:] copia[ti]. | [black ink:] Fabri.” Written in red ink, 
“copia[ti?]” (copied?), may indicate that the work is a copy rather than an autograph 
source, though there is no hard evidence for this. Based on the lighter color of the black 
ink, “à 4 | VV2” appears to be a later addition to the entry. The “c.” in the entry indicates 
that the work is in the key of C major. Interestingly, the two clarino/trombe parts that are 
clearly indicated in the score and the score cover are not included in Zelenka Inventarium 
entry for this work. 
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Zelenka listed the work on folio 2r of the ‘Psalmi varii’ (c.1735), (“Nro 19mo Dixit 
Dominus”), as “6 | c | Dixit a 4 VV: 2, Ob: 2, Viola ed organ. | Fabri.” The number “6” 
indicates the entry number, and “c” indicates that the work is in C major. Again, no 
mention is made of the two clarino/trombe instruments. 
The work is listed on folio 11v of the Catalogo (1765) as “Di Fabri | Psalmi | Dixit 
a 4: voci co’ VVni | Viola, Trombe e Basso” followed by the incipit of the first violin part 
(first two measures). It is worth noting that the trombe is mentioned. The entry indicates 
the existence of both a score and a set of parts, and that they were located in Schranck I / 
Fach 13 / Lage 1. This shelf position corresponds with the shelf position that is written on 
the front cover of the score. 
No label indicating the Catalogo (c.1784) shelf positioned remains. However, the 
fifth work of this set of five psalm settings, ‘Laudate Pueri’ (D-Dl Mus. 2720-E-1,5), 
does contain a label, written by Dresden court copyist Carl Gottlob Uhle, that is pasted 
over the front cover.266 This label identifies the shelf location as “[black ink:]Lit. [red 
ink:] F | [black ink:] Schranck No: I. | 14. Fach 7. Lage.” Based on this shelf location 
information, it would seem likely that the Fabri Dixit Dominus setting was stored at 
Schranck I / Fach 14 / Lage 3. These shelf positions would have corresponded with the 
shelf positions assigned in the Catalogo (c.1784), but this cannot be verified since the 
corresponding Catalogo (c.1784) volume is missing. 
                                                        
266 RISM, https://opac.rism.info/search?id=212006887 (accessed 26 April 2016). Regarding Uhle, 




Two SLB card catalog entries exist for this work. The first indicates in part 
“Fabri, . . . . : Dixit C-dur 4/4;…Part. u. St. o. J. 1 Bd. mit 31 St. quer-4to u. 4to. [Auf 
dem Titel u. in der Part. mit handschriftl. Bemerkungen Zelenka’s versehen.] Mus.-Mscr. 
Kath. Hofkirche. Stimmen stehen gesondert.” The second card indicates “Fabri: Dixit à 4 
[voci con strom.] [Auf d. Tit. u. in der Part. m. hs. Bem. Zelenka’s versehen.] [Ps. 110 ]. 
Part. quer.-4to . Mus.-Mscr. angeb.: Confitebor usw.”267 According to the first SLB card 
catalog entry, a set of thirty-one parts (“mit 31 St.”), presumably to accompany the 
complete Fabri Vespers cycle, existed. These parts are now missing in Dresden. 
Based on the above evidence, it appears that the parts went missing at some point 
between the creation of the SLB card catalog entry in c.1918 and the Second World War.  
Although Zelenka indicated that this work was by Fabri, the attribution of this 
work to Fabri is not at all clear: RISM lists an additional twelve entries for works with a 
similar incipit and scoring (see Table 5-1 below), none of which are attributed to Fabri 
except the Dresden source. Further research on these sources is needed, but is beyond the 
scope of this thesis. 
  
                                                        
267 Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-
catalogue/all-volumes/article/87-fabri-attributed (accessed 27 April 2016). 
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RISM # Composer 
Attribution 
Scoring Summary Date 
A-Ed G 46 600038448 Ferdinand 
Schmid 
V (4), orch, org N/A 
A-KR E 16/23 600178377 Ferdinand 
Schmid 
V (4), orch, org 1750–1799 
A-Sd A 1205 659001692 Mathias Öttl V (4), Coro, orch 1735–1743 
A-WIL 905 600077580 Schmidt V (4), orch, org 1746 
CH-E 607,8 (Ms.4388) 400013074 Vincenz 
Schmid 
V (4), orch, b.c. 1700–1799 
CZ-Pak 1180 550268418 Giovanni 
Schmid 
V (4), orch, org N/A 
CZ-Pkřiž XXXV E 24 550266834 Schmidt V (4), vl (2), clno (2), 
org 
1750–1774 
CZ-Pkřiž XXXV E 16 550266837 Schmidt V (3), vl (2), org 1725–1749 
CZ-Pnm XXXVIII A 482 550031092 Haas V (4), orch, org N/A 
D-Dl Mus.2720-E-1,1 212006883 Annibale Pio 
Fabri 
V (4), Coro, orch 1725–1733 
D-OB MO 778 450008292 Ferdinand 
Schmid 
V (4), orch, org 1734–1760 
H-PH Mus.Jes. 85 530003315 Schmidt Coro, orch, org 1748 
PL-Wu RM 4932 300514178 Ferdinand 
Schmid 





Ingegnieri/Zelenka Dixit Dominus 
The source for this edition is a color scan of the score held in the Sächsische 
Landesbibliothek– Staats- und Universitätsbibliothek Dresden (SLUB Dresden), D-Dl 
Mus. 1131-E-4, http://digital.slub-dresden.de/id426604202 (CC-BY-SA 4.0). The score 
was copied by a person Horn identifies as ‘ZS 0’268 and later marked up and altered by 
Zelenka.269 The RISM entry and Stockigt both suggest that this work was copied between 
c.1725 and c.1733.270 Ingegnieri’s Dixit Dominus setting consists of thirty-two pages 
(sixteen folios) in landscape format with pages that are 20cm high by 33.5cm wide. The 
original blue-gray front cover (one folio) has been retained. The overall work is bound in 
a dark brown cover with a marbled finish.  
At the center of the original cover page is written “Dixit Dominus. | à 4. | C. A. T. 
B. | 2. Violini | 1. Viola | con | Organo.” At the bottom right corner is written “del Sig: 
Ingenieri.” In the upper right corner of the cover page is written “N|ro | 5:” in Zelenka’s 
hand with “Ex. B” written directly above in a hand other than Zelenka’s. At the top center 
is “F.”271 At the upper left of the page is written “B” above a slanted double-line brace, 
indicating that the work is in the key of Bb major. At the bottom left is “Mus.1131-E-4,” 
the SLB catalog number for the work. At the bottom center of the page is stamped 
“Sachs. Landes-Bibl.,” with “1” (page number) written directly below.  
                                                        
268 See Horn, “Die wichtigsten Schreiber,” in ZS I, 164 and 173. 
269 For a detailed description of Zelenka’s markings and alterations, see the accompanying 
‘Edition Notes’ for this work in chapter five. 
270 RISM, https://opac.rism.info/search?id=212006860 (accessed 21 June 2016). Stockigt, 
“Vespers Psalms,” 595. 
271 The meaning of “F.” and “Ex. B” is unclear. 
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Each page of the score contains eight staves, between approximately 31cm and 
31.5cm in length, and spaced approximately 10mm apart. The consistency of the stave 
dimensions suggests that these pages were pre-ruled. From top to bottom, the staves are 
assigned to the following instruments/voices: violin 1, violin 2, viola, soprano, alto, tenor, 
bass, and continuo. Oboes were added by Zelenka via written directives added to the 
violin staves. 
The work is clearly divided into seven movements (‘Dixit Dominus,’ ‘Virgam 
virtutis,’ ‘Tecum principium,’ ‘Juravit Dominus,’ ‘Dominus a dextris,’ ‘De torrente,’ and 
‘Gloria Patri’) with a double bar line indicating the end of each movement. The bar lines 
on all pages extend from the top of the top staff through the bottom of the bottom staff.  
Zelenka listed the work on page thirty-five of his Inventarium under the ‘Psalmi 
Variorum Authorum’ heading. The work is the fifth entry and is listed as “Dixit Dominus 
a 4 VViolin Viola.” Zelenka later added to this entry “P” above a slanted double-line 
brace. The meaning of “P” is unclear, though Stockigt suggests that it may indicate the 
place, person, or institution that supplied Zelenka with the source.272 The entry also 
includes “b.,” identifying Bb major as the key of the work, beneath which is written 
“long:,” presumably to indicate that this is a more extended-duration work. Zelenka’s 
Inventarium entry names the composer as “Tomaso Ingenieri.” Unlike many of the 
surrounding entries, there is no indication of “cop.,” “copi.,” “copia” or other similar 
abbreviations in either black or red ink. 
                                                        
272 From an email correspondence with Janice Stockigt, dated 30 December 2015. More details 




Zelenka listed the work on folio 2r of the ‘Psalmi varii’ (c.1735), (“Nro 19mo Dixit 
Dominus”), as number five with “b” identifying Bb major as the key of the work. The 
entry is listed as “Dixit a’ 4 VV:2, ob:2 Viola – ed Orga:” with the composer listed as 
“Ingenieri.”  
This work is listed on folio 28r of the Catalogo (1765) as “D’Ingenieri | Dixit 
Dominus | a 4. voci con stromenti” followed by the incipit of the first violin part (first 
three measures). The entry lists the storage location of the work as Schranck I / Fach 35 / 
Lage 4. Only the score is listed (no set of parts).  
Also included with the score is the blue-gray wrapper (31cm by 21.5cm) from the 
Kapellarchiv with a work label written by Dresden court copyist Carl Gottlob Uhle.273 
This label would have corresponded with the Catalogo (c.1784), but this cannot be 
verified since the corresponding Catalogo (c.1784) volume is missing. Uhle’s cover label 
is partially difficult to read, but states “[black ink:] Lit: [red ink:] I. | [black ink:] 
Schranck No: II. | 1. Fach 4. Lage | [red ink:] Dixit Dominus | [black ink:] à 4. voci | co 
VVni Viola ed Org. | Partitura sola | del Sigr Ingenieri” followed by the first violin incipit 
(first two measures). 
Eitner names the composer as P. Tomaso Antonio Ingegnieri (c.1671–1726).274 
According to Eitner, Ingegnieri was a Franciscan who published a set of eighteen Vespers 
psalms ‘pro totius anni festivitatibus’ for double choir (‘duplici choro’) in Bologna in 
                                                        
273 RISM, https://opac.rism.info/search?id=212006860 (accessed 30 December 2015). Regarding 
Uhle, see Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/ (accessed 24 
April 2016). 
274 Eitner, Quellen-Lexikon, 5:245. 
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1719.275 Although Horn agrees with Eitner’s identification of the composer, he notes that 
the Ingegnieri setting in Zelenka’s possession is likely not from Ingegnieri’s published 
Vespers psalms due to differences in scoring.276  
SLB entered the Ingenieri Dixit Dominus under the catalog number “Mus.1131-E-
4.” The SLB card catalog entry for this work indicates “Ingegnieri, Marco Antonio: Dixit 
Dominus. A 4 voci con violini, viola, ed organo. [Ps. 109]. B-dur [lydisch] Part. 1 Bd. 
quer-4to . Mus.-Mscr. Kath Hofkirche.”277 
The correct name and spelling of the composer of this work is unclear. In his 
Inventarium entry, Zelenka identified the composer as “Tomaso Ingenieri,” Eitner’s 
Quellen-Lexikon identified the composer as “P. Tomaso Antonio Ingegnieri,” the SLB 
card catalog entry lists the composer as “Marco Antonio Ingegnieri,” and two RISM 
entries as “Tommaso Antonio Ingegneri.”278 
  
                                                        
275 Eitner, Quellen-Lexikon, 5:245. 
276 The Ingegnieri Dixit Dominus setting in Zelenka’s possession was scored for four-part SATB 
choir, whereas, according to Eitner, the Bolognese Vespers settings were scored for double choir. 
See Horn, Die Dresdner Hofkirchenmusik, 138–139. 
277 Stockigt, Catalogue, http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-
catalogue/all-volumes/article/280-ingenieri (accessed 10 January 2016). 
278 See Eitner, Quellen-Lexikon, 5:245. See also Stockigt, Catalogue, 
http://hofkirchecatalogo1765.mcm.unimelb.edu.au/index.php/the-catalogue/all-
volumes/article/280-ingenieri (accessed 10 January 2016); RISM, 
https://opac.rism.info/search?id=00000990032028 (accessed 26 April 2016); RISM, 




The editorial methods and manuscript layout follow those adopted in Thomas 
Kohlhase’s 2014 edition of Te Deum (ZWV 146), and in particular the A-R Editions style 
guide.279 Titles have been standardized to ‘Dixit Dominus,’ the key of the work has been 
added, and the Psalm numbers have also been added.280 The original spelling of the Latin 
text has been retained and the syllables have been hyphenated according to the rules 
outlined in The Chicago Manual of Style.281  
Text underlay in Zelenka’s autographs is usually fairly clear. Text underlay has 
been tacitly carried out with exceptions described in the notes. Where text from the 
source is missing or shorthand text ‘repeat symbols’ were written in the source, the text in 
these editions is enclosed in square brackets. Repeated text begins with a lower case letter 
and commas have been added, or replace colons and periods. When the first part of a text 
sung by a given part is not the first line of text in the psalm/poem, lower case letters have 
been changed to upper case letters. 
Trumpets, woodwinds, upper and middle strings (violins and viola), vocal parts, 
and basso continuo have been grouped together using vertical brackets. Bar lines in the 
sources extend through an entire system (and often through multiple systems of staves) 
but in these editions bar lines have been modernized: bar lines connect staves of related 
instruments (e.g., brass, woodwinds, continuo). The staves of the vocal group are not 
connected by bar lines. Thin-thin bar lines, which mark the end of a movement or the end 
                                                        
279 See “Recent Researches in Music: Style Guide,” (A-R Editions, 1999), available at 
http://www.areditions.com/media/wysiwyg/pdfs/StyleGuide.pdf (accessed 27 April 2016). 
280 The Septuagint number is listed first, followed by the Hebrew number in parenthesis. 
281 The Chicago Manual of Style, 16th ed. (Chicago: The University of Chicago Press, 2010). 
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of the piece in the source, have been replaced with thin-thick bar lines. Editorially added 
thin-thin bar lines to demarcate musical subsections are noted in the accompanying 
‘Edition Notes.’ Measure numbers have been added to the top staff at the beginning of 
each system.  
The original score order for the instruments is retained. Zelenka does not include 
written part(s) for the oboes in any of these sources, but instead includes written 
directives.282 In these instances, oboe part(s) are added above the first violin part.283 The 
violin part of the ‘De Torrente’ movement of Dixit Dominus (ZWV 66) is added above the 
tenor solo, based on Zelenka’s directives that the violins double the continuo line.284 
Colla parte directives and other notational shorthand are generally realized without 
comment, but may be included where these directives indicate where oboes are to play. 
Explicit name labels are not found on the vocal parts for any of the original 
sources of these editions, but the part names are readily determined according to the clef 
used. The original title pages list the vocal parts as “C.A.T.B,”285 which are labeled here 
with the modern Italian equivalents (soprano, alto, tenore, basso). The violone part name 
has been changed to contrabbasso, the Italian name for the modern equivalent instrument. 
Instrumental parts are labeled using Italian names according to Zelenka’s practice. Part 
                                                        
282 Written directives may include colla parte instructions (e.g., ‘oboe col soprano’) as well as 
‘VV’ instructions, which indicate that violins alone should play, and, by implication, oboes are 
silent. 
283 In the Fabri/Zelenka edition, the oboe staves are placed below the trumpet staves in order to 
maintain the visual proximity of the violins and oboes. 
284 For more details on the violin part for this movement, see the accompanying ‘Edition Notes’ 
section for this work in chapter five. 
285 The exception is the Fabri edition, which does not list vocal parts on the score cover. 
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name labels for the oboe part(s), which in all sources are added via written directives, are 
enclosed in square brackets.  
Incipits indicating the original clef of the soprano, alto, and tenor parts are added 
to the first movement of a work. Cautionary clefs have been added where changes of clef 
occur at the start of a new page. Meter signatures in the source generally reflect modern 
practice with exceptions noted in the corresponding ‘Edition Notes.’ Key signatures 
reflect the key signature of the source. Transposing instruments, such as trumpets, have 
been notated in the same key as the source.  
At the beginning of each work the continuo line is labeled “Basso continuo” and 
suggested instrumentation based on Dresden performance practice has been enclosed 
within parenthesis. Directives that specify the instrumentation of the continuo group are 
written above the continuo staff. Editorially added instrumentation directives are placed 
within square brackets above the continuo staff.286 
Original slurs, ties, and articulation marks are retained unless otherwise noted in 
the ‘Edition Notes.’ Editorially added slurs and ties are dashed. Articulation marks are 
very sparsely indicated in Zelenka’s autograph scores and are limited almost exclusively 
to staccato wedges. Editorially added articulations are placed within square brackets. 
Zelenka generally writes out ornaments, but occasionally writes “t” or “tr” to indicate a 
trill. Trills have been standardized to the modern trill symbol. Dotted notes that extend 
over a bar line have been replaced with tied notes without comment. Missing rests in the 
source have been added and noted in the ‘Edition Notes.’ Beaming in instrumental parts 
                                                        
286 See chapter four for more details on Dresden performance practice for the continuo group and 
Zelenka’s notation of the continuo part in his autograph scores. 
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has been modernized to reflect the beat unit. Beaming in vocal parts reflects the 
syllabification of the text.  
Dynamic markings in Zelenka’s scores are usually limited to piano and forte, 
though pianissimo is indicated occasionally. Abbreviations for dynamics (“piano,” 
“pian:,” “pia:,” “forte,” “fort:,” “for:,” etc.) have been standardized to their modern 
abbreviated equivalents. Dynamic markings have been positioned below the staff for 
instrumental parts and above the staff for vocal parts. Editorial dynamic markings are 
enclosed in square brackets. Tempo indications are written above the top staff only and 
abbreviated performance indications in the source have been written out in full. 
Editorially added tempo indications are enclosed in square brackets.  
Following the suggestion of the A-R Editions style guide, the continuo part has 
not been realized.287 Original continuo figures are retained on the whole, but in some 
cases the figure typography is modified or standardized. Accidentals that modify a figure 
have been standardized so that the accidental always precedes the figure. Tables in the 
‘Edition Notes’ for each work indicate where figures have been corrected or modified for 
clarity or consistency.  
Abbreviations for ‘tutti’ and ‘solo’ have been written out in full. Written 
directives regarding orchestration are positioned above the staff except in cases where 
positioning them below the staff lends a clearer page layout. Vertical strokes that indicate 
the entry point for changes in dynamics, tempo, or instrumentation have been retained in 
order to better reflect the original score and to better clarify where these directives occur. 
                                                        
287 “Recent Researches in Music: Style Guide,” (A-R Editions, 1999), 14. 
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Vertical strokes indicating tasto solo have been replaced with tasto solo directives and 
details on the position of the stroke marks have been added to the accompanying ‘Edition 
Notes.’ 
Zelenka’s usage of accidentals is somewhat complicated. Regarding this, Kiernan 
writes, 
…many aspects of his [Zelenka’s] practice are common to the baroque period. 
Generally, the bar line is of little significance: where a pitch requires inflection by 
a sharp or flat on consecutive notes separated by a bar line, the accidental is 
regularly shown only on the note before the bar line, not after. Accidentals are 
usually cancelled after a change in pitch, or some other interruption such as a rest 
or another accidental, as is common in many seventeenth- and eighteenth-century 
manuscripts. Other aspects of Zelenka’s usage are slightly more idiosyncratic. For 
example, while much baroque music employs only two accidentals (sharp and 
flat, where the sharp was used to cancel a flat and vice versa), Zelenka also used 
the natural sign, which, in this source [ZWV 128], usually serves to cancel a key 
signature flat, while the flat (not the natural) is used regularly to cancel or 
contradict the expectation of a sharp.288 
 
Accidentals in this edition are modernized so that they apply through the end of a 
measure unless canceled by another accidental. As a result, accidentals in the sources that 
have become redundant have been removed without comment or special note. Any 
accidentals that become necessary as a result of this modern accidental approach have 
been tacitly added. Editorial accidentals are placed in square brackets. Where an 
editorially added accidental cannot be shown due to the accidental modernization 
procedure, a note is made in the ‘Edition Notes.’ In minor mode melodies, when the sixth 
scale degree melody note is preceded or followed by a raised seventh scale degree 
                                                        
288 Kiernan, “Six Ave regina coelorum settings,” 144. 
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melody note, a sharp placed in square brackets has been added to the sixth scale degree 
note in order to avoid a melodic augmented second.289 
  
                                                        
289 For further discussion of the topic of the raised sixth scale degree in minor mode, see the 







Zelenka Dixit Dominus c.1725 (ZWV 66) 
 
Oboes 
As noted in the ‘Sources’ section for this work, the oboe part is not written out, 
but is indicated via directives written above or below the violin staff. Table 5-2 lists the 
various directives that Zelenka wrote into the autograph score. The directives ‘Tutti’ and 
‘Tutti stromenti’ written on the violin staff indicate that the oboe(s) should play with the 
violins. Directives such as ‘VV’ or ‘Violini’ indicate that only violins should play, 
implying that the oboe(s) should be silent.290 
The oboe directives in the autograph score are generally quite clear with the 
exception of the latter part of the second movement, ‘Virgam virtutis.’ At m. 150 of the 
second movement, Zelenka wrote “Tutt[i]. Stromen[ti].” above the violin staff, which, as 
noted above, indicates that the oboes are to play with the violins. This directive coincides 
with the beginning of a short ritornello section that precedes the bass soloist who sings 
the text ‘confregit in die irae suae reges’ (‘[the Lord] breaks kings on the day of his 
wrath’). Since Zelenka explicitly noted in m. 32 of this movement that the oboes should 
                                                        
290 For addition information on the instructions for oboes and the role of copyists in writing oboe 
parts, see Janice B. Stockigt, “The Role of Copyists when Preparing Orchestral Oboe Parts from 
Scores of Jan Dismas Zelenka,” Australasian Double Reed Society Inc. (August 2002): 16–18. 
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not play during solo sections, the ‘tutti stromenti’ directive indicating that the oboes 
should play with the vocal bass soloist appears to contradict the earlier directive.  
 
Table 5-2. Oboe directives written into the autograph score of Dixit Dominus (ZWV 66) 
Movt. Location Directive 
1 m. 2, above the top (vln.) staff “oboe col soprano | sempre” 
2 m. 6, above the top (vln.) staff “senza oboe” 
2 m. 32, beat 2, above the S staff “NB Oboe vanno col Soprano ne i Tutti ne i | Soli 
pausano” 
2 m. 150, above top (vln.) staff “Tutt[i]. Stromen[ti].” 
2 m. 179, below vln. staff “VV.” 
2 m. 180, below vln. staff “Tutt[i]:” 
2 m. 181, below vln. staff “Viol[ini?]” 
2 m. 189, above top (vln.) staff “Tutt[i]: Strom[enti]” 
3 m. 2, above top (vln.) staff [light ink] “VV. 1 e 2” [dark ink] Oboe 1 e 2” 
3 m. 8, beat 2, above top (vln.) staff “VV:” followed by “oboe | col sopr[ano]” 
4 m. 2, on vln. staff “VV:” 
4 m. 2, below vln. staff “senza oboe e senza viole” 
5 m. 2, above the top (vln.) staff “oboe col sopran[o]:” 
 
Other clues in the score, however, suggest that Zelenka did in fact want the oboes 
to play during the vocal bass solo. From m. 150 through the end of the vocal bass solo 
Zelenka very carefully added a number of ‘forte’ and ‘piano’ dynamic markings to the 
violin staff. The ‘piano’ markings all correspond with locations where the violins play 
while the vocal bass soloist sings and the ‘forte’ markings in the violin part correspond 
with locations where the bass soloist is not singing or is completing a phrase. What is not 
immediately clear is whether these dynamic markings also imply where the oboe should 
play (‘forte’) and where it should be silent (‘piano’), or if the oboe is to play throughout 
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and to also observe these dynamic markings. The directives Zelenka wrote in mm. 179–
181 likely provide the answer. The directives “VV.” and “Viol[ini?]” both indicate that 
only violins should play, and, by implication, oboes are silent. Conversely, “Tutt[i]:” 
indicates that the oboes and violins both play. Both the “VV.” directive at m. 179 and the 
“Viol[ini?]” directive at m. 181 correspond with a ‘piano’ dynamic marking in the violin 
part and the “Tutt[i]:” directive at m. 180 corresponds with a ‘forte’ dynamic marking in 
the violin part. Therefore, these three directives appear to indicate that starting with the 
“Tutt[i]. Stromen[ti].” directive at m. 150, the oboes should be silent during each of the 
sections marked ‘piano’ and they should play during the sections marked ‘forte.’ To test 
this assumption further, the “VV.” directive at m. 179 implies that the oboe was playing 
previously and that this section therefore would be marked ‘forte.’ Indeed, the section 
immediately prior to m. 179 is marked “fort[e]:” (m. 178). 
 
1. Dixit Dominus 
This movement presents a few editorial difficulties, not least of which is the 
difficulty in reading Zelenka’s handwriting. In addition, it appears that the paper of the 
score was trimmed at one point, cutting off some of the continuo figures in the process. 
Fortunately, the final movement (‘Sicut erat’) is nearly identical musically, so in most 




Table 5-3. Edition notes for Dixit Dominus (ZWV 66), first movt. (‘Dixit Dominus’) 
Measure Part Rhythmic 
Position 
Comment 
4 b.c. 4 “Sharp 4” figure from “4 sharp” 
5 b.c. 4 “Sharp 4” figure from “4 sharp” 
6 S (vln., ob.) 1 “Tutti” is written above the soprano staff. The meaning 
of this is unclear, since presumably the full chorus has 
been singing from the first measure. Perhaps this clarifies 
that the section is for tutti chorus rather an solo voices. 
6 b.c. 4 The figure here is unclear. Based on the same place in the 
final movement, a ‘5’ was added. 
12 T, B, b.c.  Sharp added to F pitches based on the equivalent location 
in the final movement. 
15,16 b.c. 1 “Sharp 4” figure from “4 sharp” 
17 A (vla. 1) 4 Courtesy natural sign added 
17 b.c. 1,2 The figures in the autograph score are “4 3.” Based on 
the interval between the b.c. line and the tenor voice, the 
figures have been corrected to “9 8.” 
22 b.c. 1 What appears to be a “2” in the figure is partially cut off, 
perhaps due to the paper being trimmed at one point. 
28 S (vln., ob.) 5 Editorial sharp added 
27 b.c. 8 Natural sign figure from flat sign 
30 b.c. 4 “Sharp” figure from “sharp 3” 
34 b.c. 2 “Sharp 5” figure from “5 sharp” 
35 vla. 2 2 Viola 2 in this section is colla parte with the tenor voice. 
This note transposed up an octave to stay within the 
playable range of the viola. 
35,36 b.c.  All “5” figures replaced with “sharp 5” 
36 S (vln., ob.) 4 Natural sign from flat sign 
37 b.c.  The bottom of the page appears to have been trimmed, 
which cut off the lower line of figures. All lower line 
figures have been added based on the equivalent location 
in the final movement. 
38 b.c. 2 Natural sign figure from “3 flat” figure 
38 b.c. 6 “Flat 6” figure from “6 flat” 
38 A (vla. 1) 2 Courtesy natural sign added 
38 A (vla. 1) 4 Natural sign from flat sign 




Table 5-3. continued 
Measure Part Rhythmic 
Position 
Comment 
39 b.c. 4 Natural sign figure from flat sign 
41 A (vla. 1) 2 Natural sign from flat sign 
41 b.c. 2 Natural sign figure from flat sign 
42 b.c. 5 Sharp added based on the equivalent location in the final 
movement. 
46 vln. 8 Quarter note rest added 
48 b.c. 10 This note hidden by the binding of the autograph score. 
The actual note is assumed from the tenor part that it 
doubles. 
48 b.c. 3 “Sharp 4” figure from “4 sharp” 
49 A 5 Sharp added based on the equivalent location in the final 
movement. 
49 b.c. 2 “Sharp 4” figure from “4 sharp” 
50–51 B – Tie added across the bar line. 
51–52 b.c. – Vertical Tasto solo marks are located above each note 
head. 
53 b.c. 4,5 The lower line figures (sharp and 4) are partially cut off. 
The added figures match the equivalent location in the 
final movement. 
54 b.c. All The lower line figures are completely or partially cut off. 
The added figures were added based on the equivalent 
location in the final movement (which is partially 
unclear) and the intervals formed by the voice parts 
above. 
 
2. Virgam virtutis 
This movement is written in F major with B flat written in throughout the 
movement in the key signature area of each staff. Interestingly, Zelenka used two forms 
of the natural sign symbol to cancel the key signature B flat. One form is equivalent to 
the modern natural sign, which requires two pen strokes. This form can be seen on the 
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Table 5-4. continued 
Measure Part Rhythmic 
Position 
Comment 
8 vln. 1–2 The ‘original’ m. 8 is located at the end of the first 
system and includes a slur over the first two notes of the 
violin part. Zelenka then crossed out this entire measure, 
making the first measure of the second system the ‘new’ 
m. 8. The ‘new’ m. 8 is missing the slur over the first two 
notes, which has been added in this edition. A similar 
melodic figure is located in m. 11 where a slur over the 
first two notes is clearly shown. 
20 b.c. 3 Quarter note rest added 
26 vla. 6 Editorial natural sign added (confirmed by figured bass 
figures). 
26 b.c. 2,3 Tasto solo stroke marks are written above each of these 
notes. 
34–35 T – Tie added 
36 T 2 Quarter note rest added 
37 S 3 Quarter note rest added 
42 S 3 Quarter note rest added 
42 A 2 Quarter note rest added 
42 B 3 Quarter note rest added 
43 b.c. 1 “Flat 7” from “7” 
44 b.c. 1,2 “Flat 7” from “7” 
47–54 all parts – The key signature flat is missing in all staves. This is 
assumed to be an oversight. 
50 b.c. 2 “5” from what appears to be a “flat.” The flat does not 
appear to fit the harmony. The figure on the first beat 
followed by “5” follows the viola line. 
55 vln. 4 Quarter note rest added 
58–61 vln. – It is unclear if the slurs extend over the first two notes of 
these measures or the first three notes of these measures. 
60 vln. 3–5? There appears to be one or perhaps two slurs on beats 
two and three of the measure that have been at least 
partially cut off. 
61 vla. – It is unclear if the slurs extend over the first two notes of 
the measure or the first three notes of the measure. 




Table 5-4. continued 
Measure Part Rhythmic 
Position 
Comment 
62 vla. 5 Editorial natural sign added 
62 b.c. 2,3 Tasto solo stroke marks are written above each of these 
notes. 
62 b.c. 6 Natural sign figure added 
64 vla. 1 This pitch is G4 in the autograph score. 
64 vla. 2,3 Quarter note rests added 
66 b.c. 3 Quarter note rest added 
74–76 b.c. (vln., 
vla.) 
3 Editorial sharp added 
74–76 b.c. (vln., 
vla.) 
4 Editorial natural sign added 
78 B 5 This note is hidden inside the binding of the autograph 
score. The note was determined by the b.c. note and the 
prevailing melodic pattern. 
79–81 vln., b.c. 
(vla.) 
3 Editorial sharp added 
82 S, A, T, B Beat 3 Quarter note rest added 
83–84 vln. 2–4 It is unclear which 16th notes these slurs span; it may be 
all three or just the latter two. 
84 b.c. 3 “flat 6” figure from “6 flat” 
85 b.c. 1 “sharp 4” figure from “4 sharp” 
87 vla. 3 8th note rest added 
87 b.c. 2,3 Quarter note rests added 
88 vln. – The slurs in this measure are unclear in the source. 
89 vln. 1 Editorial natural sign added 
92 vln. 5 This note was cut off the page in the source. Pitch was 
determined based on the soprano figure in m. 91 that the 
violin echoes. 
92 vln. 3–5 It is unclear which of these notes the slur spans; it may be 
all three or just the latter two. 
92 b.c. Beat 1 “4” followed by “sharp” from “sharp” at the beginning of 
the measure only. 
95 vln. 1–3 It is unclear in the source if the slur spans all three notes 




Table 5-4. continued 
Measure Part Rhythmic 
Position 
Comment 
99 b.c. 6 Editorial sharp added 
100 vla. 3 Natural sign from flat sign 
105–107 vln. (vla.) 4 Editorial sharp added 
105–106 b.c. 4 Editorial sharp added 
113–105 b.c. (vln., 
vla.) 
4 Editorial natural sign added 
113 b.c. 1 “6” figure added 
115 T 6 Editorial sharp added 
117–120 vln. – At what point the “col organo” directive in the violin part 
at m. 113 is to end. The editor assumes it ends with the 
entrance of the Soprano and Alto solos at m. 116, but it is 
possible that the “col organo” directive should extend 
through m. 120. 
117–134 vln. – At what point the “col organo” directive in the violin part 
at m. 113 is to end. The editor assumes it ends with the 
entrance of the Soprano and Alto solos at m. 116, but it is 
possible that the “col organo” directive should extend 
through m. 134. 
119 S, A 1 It appears that this page of the source was trimmed, 
cutting off the first soprano and alto note in this measure. 
The pitches were determined based on the position of the 
visible extension dot on the staff and confirmed by the F 
major harmony implied by the figured bass. 
127 S 1 The first note is cut off in the source. Based on the tie 
from the last note of the previous system, the melodic 
sequence, and the “9” figure (partially cut off), the pitch 
was determined to be E5. 
127 b.c. 1 Figure partially cut off 
130 b.c. 2 Note head is cut off in the source 
130 b.c. 4 Note stem partially cut off, presumably cutting off the 
flag. 
131 b.c. 4 Note stem partially cut off, presumably cutting off the 
flag. 
132 b.c. 2 Note head is cut off in the source 
133 S 1 The extension dot is missing in the source. 




Table 5-4. continued 
Measure Part Rhythmic 
Position 
Comment 
134 S 3,4 Dotted 8th followed by 16th from two 8th notes. 
134 b.c. 3 Note head is cut off in the source 
135 S 2 Quarter note rest added 
137–139 b.c. (vln., 
vla.) 
4 Editorial natural sign added 
140–142 vln.  The upper line of the staff here is missing, along with the 
slurs that would have been placed above. In addition, the 
pitches on beat 3 of m. 142 are cut off. The slurs and 
pitches used are based on a transposed version of the 
same melodic pattern from the pickup to m. 15 through 
m. 16. 
142 vla. 3 Natural sign from flat 
143 vln. 3 Natural sign from flat 
143 b.c. 3 “Natural 6” figure from “6 flat” 
147 b.c. – It is not clear if the figure following the “4” figure is a 
“3” or Zelenka’s single pen stroke natural sign. 
148 b.c. 1 Extension dot added 
150 vln. 1 “Tutti stromenti” is written above the violin staff. 
155 vln. 6 Editorial sharp added 
155 b.c. 3 “Natural 6” figure from “6 natural” 
155–156 B – Tie over the bar line added 
157 B – There may be a “6” figure intended for beat 3 that has 
been cut off in the source. 
162–164 vln. – All staccato wedges in these measures are placed above 
the notes in the source. 
163 b.c. 2 “Natural 6” figure from “6 natural” 
164 B 6 Editorial natural sign added 
164 b.c. 5–6 The bottom portion of the staff is cut off, but it appears 
that these are both 8th notes in the source. They were 
changed to dotted 8th followed by 16th to match the 
violin part. 
165 b.c. 4 The note head is cut off in the source. 
173 vln. 4–6 The first two notes are barely legible in the source. The 
final note is either cut off or hidden by the binding. The 
final note used is based on the established melodic figure.
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Table 5-4. continued 
Measure Part Rhythmic 
Position 
Comment 
172 vla. 1–3 The staccato wedges are placed below each note in the 
source. 
178 vln. 1,2 The staccato wedges are placed above each note in the 
source. 
179–181 vln. 1,2 It appears that staccato wedges were placed below each 
note in the source. Later Zelenka wrote “VV.” over the 
top of the staccato wedges in m. 179 and “Tutti” over the 
top of the staccato wedges in m. 180. Zelenka also wrote 
a directive under the violin part at m. 181. This directive 
is mostly illegible, but appears to be “Viole.” The 
meaning of these three directives is not entirely clear. 
189 B 2 Quarter note rest added 
192–193 T – Tie added between these measures 
194 b.c. 3 Quarter note rest added 
206 b.c. 2 “Natural 6” figure from “6 natural” 
210 A 3 Quarter note rest added 
210 b.c. 2 “Sharp” figure from “3” 
216 b.c. 3 Quarter note rest added 
217 b.c. Beat 3 “Flat 6” figure from “6 flat” 
218 b.c. 1 “Natural 4” figure from “4 natural” 
 
3. Judicabit in nationibus 
The relatively large number of notes per measure, Zelenka’s fairly messy 
handwriting, and damage to the score itself all present a number of editorial challenges in 
this movement. Where notes or figures are not clear, they have been noted in Table 5-6.  
Despite the occasional question of pitches, rhythms, and figures, the larger issue 
in this movement involves the tempo relationship between the two 3/2 meter sections 
(mm. 10–11 and 14–15) and common time C sections that surround the 3/2 meter 
sections (see Table 5-5). Both of the 3/2 meter sections set the text ‘implebit ruinas’ (‘he 
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shall pile up ruins’). Why Zelenka used 3/2 meter rather than 3/4 meter is not clear, but it 
certainly was an option given that the ‘De torrente’ movement that follows is written in 
3/4 meter.  
One possible answer is that he intended that the quarter note pulse should remain 
steady from the previous common time C section into the 3/2 meter section. If this were 
the case, the resultant tempo of the 3/2 meter section would be rather slow, but this would 
contradict the “Vivace” tempo indication that Zelenka added to the beginning of the first 
3/2 meter section. If he intended that the quarter note should remain steady, then the 3/2 
meter section would most certainly not be a Vivace tempo. 
 
Table 5-5. Meter and tempo indications in Dixit Dominus (ZWV 66), third movt. (‘Judicabit 
in nationibus’) 
Measure Meter Tempo 
1–7 C (4/4) Grave 
8–9 C (4/4) Allegro 
10–11 3/2 Vivace 
12–13 C (4/4) Allegro 
14–15 3/2 None provided 
16–25 C (4/4) Vivace 
 
A more likely scenario is that the basic pulse is to remain steady, meaning that the 
duration of the quarter note in the common time sections would be equal to the duration 
of the half note in the 3/2 meter section. In this case, the tempo would indeed feel quite 
fast. Perhaps Zelenka added Vivace to help clarify this proportional relationship. Or 
perhaps he also wanted the tempo of the 3/2 meter sections to be slightly faster than the 
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4. De torrente 
Stockigt noted that Zelenka re-worked the ‘Mater Christi’ movement of his 
Marian Litany Litanie di Vergine Maria (ZWV 149), which he composed in Vienna in 
1718.293 The original work is an Andante tempo aria for soprano solo and continuo. 
Zelenka re-worked this material, turning the predominantly eighth note rhythm of the 
original into a new work that features mostly sixteenth note rhythm. Zelenka also 
converted the soprano solo of the original into a virtuosic tenor solo, and he added 
violins, which follow the continuo part. These changes result in transforming the rather 
gentle character of the original into a ‘rage’ aria that depicts the rushing water described 
in the text.  
‘De torrente’ presents several editorial challenges, particularly in regard to the 
violin part, which follows the bass line throughout. The first two accolades of Zelenka’s 
autograph score include three staves. From top to bottom these staves represent the 
violins, tenor solo, and continuo lines, respectively. All subsequent accolades for this 
movement consist of just two staves, with the tenor solo on top, and the continuo below.  
Rather unusual is that the violin line found in the first two accolades is notated in 
the bass (f4) clef rather than the treble (g2) clef that Zelenka typically used to notate violin 
parts. In the first measure of the violin part, Zelenka copied exactly the same notes as the 
bass part. The first measure of the violin part is followed by the directive “VV: col 
Organo Sempre” (violins with the organ always), and directly below this directive he 
                                                        
293 Stockigt, “Vespers Psalms,” 302–304 and 451–452. 
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wrote “senza oboe e senza viole” (without oboe and without viola).294 Zelenka also wrote 
“Unison:” directly above the violin staff in the first measure, indicating that both the first 
and second violins are to play in unison. Although Zelenka wrote a bass (f4) clef at the 
left edge of the violin staff, the violins clearly are not capable of playing in the same 
octave as the continuo instruments. Therefore Zelenka’s intention had to have been that 
the violins were to follow the continuo part at a higher octave. It would have been up to 
the copyist to write out the violin part, transposing it to the correct octave and adjusting 
octaves where required. What is not clear from Zelenka’s autograph score is exactly how 
many octaves above the continuo part the violins are to play. Given the lack of Dresden 
parts in general and specifically for Dixit Dominus (ZWV 66), it is not possible to know 
for sure how the violin part to ‘De torrente’ would have been realized. Two other works, 
however, provide some answers. 
The autograph score of Zelenka’s second Ave Regina Caelorum setting (ZWV 
128,2) includes an additional page with a violin part written in Zelenka’s hand.295 The 
compositional style of the violin part varies depending on whether it accompanies the 
tutti chorus or the alto vocal solo. Where the violin accompanies the tutti choral voices, 
the violin line consists of mostly sixteenth notes and deviates quite significantly from the 
continuo line. Where the violin accompanies the alto solo, it mainly follows the 
predominantly eighth note rhythm of the continuo line and, with the exception of three 
                                                        
294 Both the “VV:” and “senza oboe e senza viole” are written in darker ink and are likely a later 
addition/revision. 
295 D-Dl Mus. 2358-E-20, http://digital.slub-dresden.de/id332947815 (CC-BY-SA 4.0). I am 
indebted to Janice Stockigt for directing me to this source and to Frederic Kiernan for providing 
me with a copy of his MMus thesis on Zelenka six Ave Regina Caelorum settings. 
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notes in m. 13 (notes 5–7), which are written in the same octave as the continuo part, the 
violin part during the alto solo section is exactly one octave higher than the continuo 
line.296 Zelenka’s approach to writing for the violin during the alto solo sections of the 
second Ave Regina Caelorum setting suggests that the violin part in ‘De torrente,’ which 
also features a vocal soloist, should be realized similarly. In other words, the violin part 
should be played one octave higher than the continuo line, and should be relatively free 
of additional embellishment.  
When transposed up an octave from the continuo line, the violin part of Ave 
Regina Caelorum (ZWV 128,2) is always within the playable range of the violin.297 
Therefore, this piece does not reveal how one should handle instances where the violin 
part transposed up one octave from the notated continuo part is still below the playable 
range of the violin. 
Another example in which Zelenka has the upper strings following the continuo 
part throughout is in the eighth movement, ‘Et rege eos,’ of Zelenka’s Te Deum (ZWV 
146).298 As with his scoring of the violin part in the ‘De torrente’ movement of Dixit 
Dominus (ZWV 66), the upper and middle string parts of ‘Et rege eos’—violin 1, violin 2, 
and viola—are notated in the bass (f4) clef. With two important exceptions to be 
discussed, instead of writing out the pitches, Zelenka merely adds colla parte directives 
                                                        
296 The few locations where the violin deviates from the continuo line are generally sixteenth note 
embellishments, which still preserve the principal pitches of the continuo line. 
297 The lowest playable note on a violin is G below middle C (G3). 
298 D-Dl Mus. 2358-D-48. 
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to the violin and viola staves.299 Unlike the opening measure of the violin line in ‘De 
torrente,’ neither of the two violin parts nor the viola part contain any notes in the first 
measure; Zelenka merely writes “col Organo” (with the organ) on the first measure of the 
two violins lines and “col Organ” on the viola line.  
Significantly, Zelenka did write notes on one of the violin/viola lines in two 
locations. The first is at mm. 22–24 of the first violin line, which is still notated in the 
bass (f4) clef (Example 5-5). In the first violin part at m. 22, Zelenka wrote in three notes 
for the second beat of the measure, all three of which are an octave higher than the 
corresponding continuo notes.300 At m. 23, Zelenka wrote the notes of the first beat of the 
measure at the same pitch as the continuo line, but the notes for the second beat of the 
measure are written an octave higher than the corresponding continuo line notes. At m. 
24, Zelenka wrote in only the notes of the first half of the measure, which are notated at 
the same pitch as the corresponding continuo line notes. Following the notes that Zelenka 
wrote into the first violin line at m. 24 is a custos on the fourth line of the staff followed 
by “col organo.”301 The custos on the fourth line of the notated bass (f4) clef indicates that 
the violin part would continue to follow the continuo part as notated. 
  
                                                        
299 It appears that the violin 1, violin 2 and viola staves of the autograph score of Te Deum (ZWV 
146) originally had the usual treble (g2) clefs written at the beginning of the violin staves and the 
alto (c3) clef for the viola stave. The bass (f4) clefs appear to have been written over the top of the 
original clefs. 
300 A beat in this 6/8 meter movement is considered to be equal to a dotted quarter note. 
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would be on the pitch E4, which is exactly one octave above the corresponding first 
continuo line note in m. 37. 
The only two places in ‘Et rege eos’ where the violins playing one octave above 
the continuo line would have gone out of the playable violin range are at mm. 22–24 and 
35–36. Because Zelenka was so careful in noting and transposing an octave higher the 
violin notes at these two locations, and because the custos at m. 37 indicates the actual 
pitch at which the violin part was to continue, it is clear that Zelenka intended for the 
violins to double the continuo part one octave higher when colla parte score directives 
were in effect. Had he intended for the violins to play two octaves higher than the notated 
continuo line throughout, there would have been no reason for him to write in the violin 
notes at mm. 22–24 or at mm. 35–36, since all of the notes would have been within the 
playable range of the violin.302  
A related question is in regard to the lowest notes that Zelenka typically wrote for 
the violin: did Zelenka typically write notes that extend to the lowest playable violin note 
(G4)? If not, at what point would a violin part that follows the continuo line need to be 
transposed up by more than an octave? Both the second Ave Regina Caelorum setting 
(ZWV 128,2) and the ‘Et rege eos’ of the Te Deum (ZWV 146) are instructive in this 
regard. The violin part of the second Ave Regina Caelorum (ZWV 128,2) does in fact 
extend down as far as the lowest sounding note of the violin (G3) in both mm. 14 and 16. 
If one transposes the violin part of ‘Et rege eos’ one octave above the continuo line while 
adjusting the octaves for the notes that Zelenka wrote in mm. 22–24 and mm. 35–36, the 
                                                        
302 What is not entirely clear is why Zelenka notated the violin part in mm. 22–24 in the bass (f4) 
clef, but in the treble (g2) clef in mm. 35–36. 
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lowest sounding pitch, found in m. 38, is also a G3, the lowest available note on the 
violin. 
From the second Ave Regina Caelorum (ZWV 128,2) and from the ‘Et rege eos’ 
movement of Te Deum (ZWV 146), two main conclusions may be drawn for the 
realization of the violin part in ‘De torrente’ from Dixit Dominus (ZWV 66). First, when 
Zelenka wrote an upper string part in the bass (f4) clef and includes a colla parte directive 
indicating that the upper string part should follow the continuo line, he intended that the 
violin part should generally play one octave higher than the notated continuo line. 
Second, the violin notes may extend to the lowest playable note of the instrument (G3). If 
transposition of the violin part one octave above the notated continuo line places the 
violin notes below the pitch G3, those notes must be transposed up two octaves from the 
notated continuo line.  
If one assumes that the ‘one octave higher than the notated continuo part’ rule for 
the transposition of the violin line in this edition of ‘De torrente’ applies, the violin notes 
go below the playable range of the violin in just three locations. As the following 
discussion will reveal, Zelenka realized this ‘range’ issue in the latter two locations and 
provided directives for how to handle the violin notes at these locations. The first location 
with a violin range issue is in m. 46 where the continuo part drops down to D2 on the first 
sixteenth note of the second and third beats. In order to preserve the intervallic structure 
of the sixteenth note motive in these two beats, all notes from these two beats were 
transposed up two octaves in the present edition. 
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The second location with a violin ‘range’ issue is in mm. 56–57. Zelenka appears 
to have recognized the problem here, however, and wrote directives for realizing the 
violin part. Below the continuo line at m. 56 is a horizontal square bracket with what 
appears to be “violi ottava alta” (violins [play] an octave higher [than notated]) written 
immediately above the bracket. The continuo part in m. 56 includes F#2 pitches on the 
first sixteenth note of each of the three beats of the measure. When transposed up an 
octave for the violins, these notes would become F#3, which is a half step below the 
playable range of a violin. Since it was assumed in this case that the violin normally plays 
an octave higher than the notated continuo part, Zelenka’s written directive means that 
the violins should play an additional octave higher. In other words, the violins in m. 56 
are to play two octaves higher than the notated continuo line. Zelenka’s handwriting in m. 
56 is not clear, however, and the possibility remains that “violi” (violins) is actually 
“viole” (contrabass), though this seems unlikely, for several reasons. First, as described 
above, when the continuo notes in m. 56 are transposed up an octave for the violins, some 
notes are still below the playable range of the violin, so it seems very likely that 
Zelenka’s directive is intended to address this. One possibility, however, is that Zelenka 
notated the continuo line at m. 56 an octave lower than he actually wanted it played. One 
argument could be that he wanted to avoid writing pitches that are two ledger lines above 
the bass clef staff, which would be required if the continuo part were to be played an 
octave higher. In m. 67, however, he does in fact write pitches as high as F#3—two ledger 
lines above the bass clef staff—so that would appear to invalidate the suggestion that he 
notated the continuo line an octave lower than he wanted in order to avoid ledger lines 
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above the staff. This, however, does not preclude the possibility that Zelenka later 
changed his mind and instead decided that he wished to have the continuo line at mm. 
56–57 be played an octave higher than he originally wrote it. In this case, the violin part 
should also be played an octave higher than the transposed continuo part, which would 
place all pitches within the playable range of the violin. It seems most likely, however, 
that Zelenka wrote “violi ottava alta” in order to accommodate the playing range of the 
violins, which is the solution chosen for the present edition. 
The following measure (m. 57) begins the next system of Zelenka’s autograph 
score. Below the continuo line is another horizontal square bracket, which has an 
instruction written above it. Zelenka’s handwriting here is not very legible, but it appears 
to be “sim[ile]. sempre.” This would indicate that these continuo notes should be handled 
in the same manner as the notes of the previous measure. This seems likely since m. 57 
also contains an F#2 pitch in the continuo line, which, when transposed up an octave, 
would still be below the playable range of the violin. Therefore it appears that “sim. 
sempre” indicates that the violins are to play two octaves above the notated continuo line, 
as they did in the previous measure. 
The third and final location where a violin ‘range’ issue occurs is in the final 
measure of ‘De torrente’ (m. 88). The final continuo note of the movement is an E2, 
which is below the range of the violin when transposed up an octave. Above the final two 
continuo notes of this piece (m. 88, first and second beats), however, Zelenka wrote 
additional notes that an octave higher (E4 and E3, respectively) as well as a “violin.” 
directive. Here again Zelenka recognized that when the final continuo note is transposed 
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up an octave, it’s still below the playable range of the violin. The E3 note that Zelenka 
added above the continuo line is to be transposed up an octave, resulting in the final note 
being played as E4 in the violin. 
‘De torrente’ is in E minor, which is normally indicated with an F# in the key 
signature area to the left of the clef at the beginning of each line/staff. Unfortunately, 
Zelenka is not consistent in including the key signature F# at the start of each system. For 
example, in the first measure, he included a key signature F# in the violin line (notated in 
bass clef), but not in the key signature area of the continuo line, which contains the same 
notes as the violin part in the first measure. In this case, it appears to simply be an 
oversight, so in this edition, all F pitches are assumed to be F# unless otherwise altered. 
Related to this, when Zelenka wished to lower an F# to an F-natural, he wrote a flat 
symbol rather than the natural sign used in modern notation.303 These flat symbols have 
been changed to natural signs in this edition. 
Another challenge in this movement is in determining chromatic variations of 
certain pitches. Zelenka’s usual procedure for adding accidentals does not follow modern 
practice, which dictates that an accidental remains in effect through the end of a measure 
unless it is otherwise altered.304 Instead, Zelenka typically added an accidental each time 
a pitch outside of the key signature appears in a given measure.305  
                                                        
303 See the third beat of the continuo line at m. 48 of ‘De torrente.’ In modern notation, F-flat 
would be enharmonically equivalent with the pitch E.Zelenka’s flat on the pitch F, however, 
indicates that the pitch is to be lowered a half step from its ‘usual’ pitch of F#, thus changing the 
pitch to F-natural. A similar instance is found in m. 19. 
304 For addition detail on Zelenka’s accidental usage, see Chapter Four, ‘Editorial Methods.’ 
305 See the three sharps added to the G pitches of the continuo line in mm. 5, 7, 83, and 85 of ‘De 
torrente’ (ZWV 66). 
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Zelenka’s accidental usage in minor mode requires special note. Where required 
or desired, Zelenka typically added a sharp to indicate the raised seventh scale degree. If 
a raised seventh scale degree melody note is preceded by or followed by a sixth scale 
degree melody note, however, the sixth scale degree is not also raised in the score. The 
result is what appears to be a very unusual augmented second melodic interval. It appears 
likely, however, that the performance practice of the era dictated that the sixth scale 
degree in these cases be raised a half step even though it is not explicitly noted in the 
score. Matthias Hutzel recognize this and added accidentals in small type wherever this 
situation occurs in his edition of Dixit Dominus (ZWV 68).306 Wherever this situation 
occurs in the present edition of Dixit Dominus (ZWV 66), an accidental placed in square 
brackets has been added to the sixth scale degree. 
The first area where the chromatic alteration of pitches is unclear is in the 
continuo part in m. 3. In order, the generic pitches of the third beat of the third measure 
form the stepwise melodic sequence D–E–D–C, which leads to B on the downbeat of the 
following measure (Example 5-7).307 Zelenka wrote a sharp to the left of the first D in 
this sequence of pitches. No other accidentals are written here. From the beginning of the 
movement through the downbeat of m. 4, however, all D pitches are D#, either because 
of accidentals added to the D pitches or because of the figures provided. Given that the 
                                                        
306 Two primary examples can be found in the first movement of the Carus-Verlag edition of 
Dixit Dominus (ZWV 68). In the soprano solo line at m. 148 the A# pitch is followed by a G (the 
tonality here is B minor). The editors added a sharp to the G to avoid a melodic augmented 
second. A similar procedure is followed in the alto solo at m. 176 where the tonality has shifted to 
F# minor. Here the E# pitch is followed by a D pitch, which the editors have raised to D#, 
avoiding an augmented second melodic interval. See Jan Dismas Zelenka, Dixit Dominus in D, 
ed. Matthias Hutzel (Stuttgart: Carus-Verlag, 1984). 
307 A similar sequence can be found in mm. 17 and 59. In all three cases, Zelenka wrote a sharp to 
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The tenor line at m. 60 includes an F-natural pitch, which is written F-flat in 
Zelenka’s autograph score. The melody and accompanying harmony in mm. 58–61 is 
essentially the same as mm. 16–19, leaving open the possibility that the F# tenor note in 
m. 18 should also be F natural. 
 
Table 5-7. Edition notes for Dixit Dominus (ZWV 66), fourth movt. (‘De torrente’) 
Measure Part Rhythmic 
Position 
Comment 
3 b.c. (and 
vln.) 
11 Editorial sharp added 
7 b.c. ~7 There is an illegible marking above the b.c. line in the 
‘figure’ area 
10 vln. 1,2 Transposed up two octaves from the b.c. part 
13 b.c. 2 An illegible mark above the b.c. note may be a ‘5’ figure.
16 b.c. 3 #4 figure from 4# 
16 b.c. 7 Very large mark appears to be a ‘slashed 6’ figure. 
17 b.c. (and 
vln.) 
3 Editorial sharp added 
18 T 4 Based on m. 60, this note may be F-natural. 
19 b.c. 7 Natural sign figure from flat sign 
19 b.c. (and 
vln.) 
8 F-natural from F-flat 
26 T  Whole rest added 
33 T 2 F-natural from F-flat 
33 b.c. 5 Natural sign figure from flat sign 
47 b.c. (and 
vln.) 
7–10 To 16th notes from 8th notes 
47 vln. 3–10 Transposed up two octaves from the b.c. part 
48 b.c. (and 
vln.) 
3 F-natural from F-flat 
50 b.c. (and 
vln.) 
11 G# from G-natural 
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Table 5-7. continued 
Measure Part Rhythmic 
Position 
Comment 
51 b.c. (and 
vln.) 
3 G-natural from G-flat 
53 b.c. (and 
vln.) 
8,10 C# from C-natural 
54 b.c. (and 
vln.) 
1 F# from E 
55 T 6 C# from C-natural 
56–57 vln. All pitches Transposed up two octaves from the b.c. part 
57 T 2 G# from G-natural 
57 b.c. 2 # added to the figure 
59 b.c. (and 
vln.) 
3 Editorial sharp added 
60 T 4 F-natural from F-flat 
60 b.c. (and 
vln.) 
3 Editorial sharp added 
61 b.c. (and 
vln.) 
6,8 F-natural from F-flat 
70 b.c. 1 Natural sign figure from flat sign 
70 b.c. 2 The sharp figure appears to be a later addition 
73 b.c. 3 The figure here appears to be “sharp 5” (F#) over “flat 3” 
(D-natural). Changed to 5 over ‘natural’ sign. 
74 b.c. (and 
vln.) 
6 G# from G-natural 
74 T 2 Courtesy natural sign added 
80 b.c. 9 Natural sign figure from flat sign 
88 b.c. (and 
vln.) 
 ¼ note rest added to the end of the measure 
 
Though Zelenka provided no directives regarding the organ registration, Dresden 
performance practice dictates that a ‘solo’ organ registration should be used throughout 
since the entirety of the movement is for solo tenor.308  
                                                        
308 For details on Dresden performance practice for organ registration, see chapter four. 
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One last challenge presented by ‘De torrente’ is in regard to the continuo 
instruments. Zelenka did not include any directives (organo, rip., senza rip., etc.) in this 
movement. Typical Dresden performance practice dictated that the ripieno instruments 
(contrabass and bassoon) would drop out during sections where the vocal soloist sings 
and return during the ritornello sections. In this movement, however, this approach would 
result in the ripieno instruments dropping in and out fairly frequently due to the frequent 
short breaks between segments of the tenor solo. Furthermore, there frequently are no 
obvious locations in the continuo line where the ripieno instruments should enter or drop 
out.  
The approach taken in this edition aligns more closely with the structure of the 
movement itself. The movement sets the seventh psalm verse as well as the first 
doxology verse, each set as a separate section, and ritornelli surround each of the two 
tenor verses (Table 5-8). In this edition, an editorial decision was made to include the 
ripieno instruments during the three important structural ritornelli only.  
 
Table 5-8. Structure of Dixit Dominus (ZWV 66), fourth movt. (‘De torrente’) 
Measure Section Type 
1–9 Ritornello 
10–43 Tenor (Vs. 7) 
44–47 Ritornello 





5. Sicut erat 
Zelenka interpreted the ‘Sicut erat in principio’ (‘As it was in the beginning’) text 
literally by repeating the music of the first movement nearly exactly, although the text 
obviously is different and some rhythms have been modified to accommodate the text. 
There are a few other small differences in pitches and continuo figures, but otherwise this 
movement is essentially the same as the first movement. This was particularly helpful in 
editing these movements, since areas where the writing is not clear were often be verified 




Table 5-9. Edition notes for Dixit Dominus (ZWV 66), fifth movt. (‘Sicut erat’) 
Measure Part Rhythmic 
Position 
Comment 
13 A (vla. 1), B, 
b.c. 
Beat 3 The first note of this group appears to have an extension 
dot added to the 8th note, but the second note is an 8th 
note instead of a 16th note. Zelenka sometimes forgets to 
add the second flag on 16th notes, so it was assumed that 
that this should be a dotted 8th note followed by a 16th 
note. 
14 b.c. 1 The “2” figure is partially cut off in the autograph score. 
17 A (vla. 1) 4 Courtesy natural sign added 
18 B 5,6 Dotted 8th followed by 16th from dotted 8th followed by 
8th 
28 S (vln., ob.) 5 Editorial sharp added 
34 b.c. Beat 3 “Sharp 5” figure from “5 sharp” 
35 vla. 2 2 Transposed this note up an octave to stay within the 
playable range of the viola. 
35 b.c. Beat 4 “Sharp 5” figure from “5 sharp” 
36 b.c. Beat 4 Natural sign figure from “3 flat” figure 
36 S (vln., ob.) 4 Natural sign from flat sign 
38 b.c. 2 Natural sign figure from “3 flat” figure 
39 S (vln., ob.) 3 Natural sign from flat sign 
39 b.c. Beat 4 Natural sign figure from flat sign 
40 b.c. All All lower line figures in this measure are partially cut off 
in the autograph score. 
41 A (vla. 1) 2 Natural sign from flat sign 
41 b.c. Beat 2 Natural sign figure from flat sign 
41 b.c. Beat 3 “Natural sign 7” figure from “flat sign 7” 
42 b.c. Beat 3 “Natural sign 7” figure from “flat sign 7” 
43 b.c. Beat 2 Natural sign figure from flat sign 
46 vln. Beat 4 Quarter note rest added 
46 B 7,8 Dotted 8th followed by 16th from dotted 8th followed by 
8th 
48 b.c. 3 “Sharp 4” figure from “4 sharp” 
53 b.c. Beat 1–3 The lower figure in beats 1–3 is partially cut off in the 
autograph score. 
54 b.c. Beat 2 The lower figures in beat 2 are partially cut off and 




Zelenka Dixit Dominus c.1728 (ZWV 67) 
The autograph score (Source A) is damaged in a number of locations. Locations 
where the notation is difficult to read or missing altogether are listed in Table 5-11. 
In several places in the violin staff, Zelenka appears to have written notes for just 
the first beat or the first two beats along with a written directive that indicates that the 
pattern is to be repeated a certain number of times. The first instance occurs in the violin 
part in m. 3. Above the staff appears to be “2” followed by a directive that appears to be 
“fai,” though the handwriting is unclear.309 Similar directives also appear in m. 7 (“2 
fai[?]”) and mm. 70 and 74 (“4 fai[?]”). Where Zelenka wrote “2 fai[?],” he wrote just 
two beats of notes, so the directive meant that these two beats of notes should be written 
out twice, creating a four-beat pattern that completes the measure.310 Where he wrote “4 
fai[?],” he wrote just one beat of notes. In these cases, the directive indicates that this beat 
of notes is to be written four times, creating a four-beat pattern. This interpretation of 
“fai[?]” is confirmed by the first and second violin parts of the Prague source (Source B), 
which have all notes written out in full. 
The viola part, when not independent, doubles the tenor voice.311 In many 
locations, rather than copying the notes of the tenor line, Zelenka merely wrote “col 
Tenore” in the viola part. The only area where Zelenka’s intention for the viola part is 
                                                        
309 This word may be a form or an abbreviated form of the Italian word “fare,” which means to 
do, make, or create. 
310 In the first instance where this instruction is written (m. 3), the measure itself contains a group 
of four 16th notes followed by a group of four 8th notes. Based on later instances of this same 
pattern, it appears that the second group of four notes should also be 16th notes. 
311 The one exception is in mm. 88–90 where the violins and viola are in octaves with the 
continuo (Source A). In Source B, the viola continues to double the tenors through the second 
beat of m. 89, after which it then doubles the violin at an octave above the continuo. 
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somewhat unclear is in mm. 81–87. At the beginning of m. 78 Zelenka wrote “col 
Tenore,” which stays in effect through the end of the line/system (m. 80). At the 
beginning of the next system (m. 81), Zelenka wrote “Sino al” on the viola part. No viola 
notes are written again until the downbeat of m. 88. The literal translation of the Italian 
words ‘sino al’ is ‘until the.’ This expression is also found in the title of the Catalogo 
(c.1784), which reads in part “…principiando dalla Littera S sino al Z…” (“…beginning 
with the letter S through Z…”). It is also found in the first movement of the autograph 
score of Dixit Dominus (ZWV 66) where “col tenore sino al fine” indicates that the 
second viola part doulbes the tenor voice until the end of the movement. At the 
equivalent location in the final movement, which is musically identical to the first, 
Zelenka wrote “col tenore sempre” (with the tenor always). The assumption in this 
edition of Dixit Dominus (ZWV 67) is that ‘sino al’ indicates that the viola part should 
continuo doubling from the “col Tenore” directive at m. 78 through the measures 
following “Sino al” (mm. 81–87). This is verified in part by the Prague (Source B) viola 
part which doubles the tenor voice at pitch from mm. 78–83.312 At the downbeat of m. 84, 
the tenor voice drops to Bb2, a note that is below the range of the viola. In this edition, the 
viola is transposed up an octave to play Bb3 at this location. The Source B viola part, 
however, doubles the tenor voice at an octave above from m. 84 through beat 3 of m. 87. 
From beat 4 of m. 87 through beat 2 of m. 89 the viola doubles the tenor at pitch. Also 
worth noting here is that the autograph score (Source A) includes actual notes in the viola 
part (as opposed to a colla parte directive) starting at the downbeat of m. 88. At this 
                                                        
312 Some repeated pitches in the tenor part at mm. 78–79 are given different rhythms in the viola 
part of Source B. 
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point, Zelenka had the viola double the continuo line at the octave. The Prague viola part, 
however, ignores Zelenka’s written viola part and instead continues to double the tenor 
from the downbeat of m. 88 through the second beat of m. 89. 
The oboe part(s) require special consideration. Neither the Catalogo (1764) nor 
the Catalogo (c.1784) specifically mention oboes for this work, though both entries note 
the existence of a set of parts.313 Unfortunately, the set of parts for this work are missing, 
so the oboe part(s) must be reconstructed from the autograph score.314 Zelenka typically 
indicated which part(s) the oboe(s) double via written directives. When the oboes were to 
double a vocal part, he wrote directives such as ‘col Soprano,’ or ‘col Contra alto.’ When 
the oboes are to double a violin part, he wrote ‘VV’ to indicate that only the violins 
should play, implying that the oboes do not play. Following a ‘VV’ directive, Zelenka 
often wrote ‘tutti’ to indicate that both the violins and oboe(s) play. It would have been 
the role of the copyist to generate the oboe part(s) based on the directives that Zelenka 
provided in the score.  
First it must be determined whether Zelenka intended for one or two independent 
oboe parts for this work. Zelenka wrote “oboe 2” on the original cover page for this work. 
Zelenka’s ‘Psalmi varii’ and ‘Psalmi varii’ (c.1735) entries for this work both also 
indicate two oboes. As was established in Dixit Dominus (ZWV 66), Zelenka indicated 
two oboes in his catalog listings for the work, but the autograph score itself appears to 
indicate that there is only one oboe part. In Dixit Dominus (ZWV 66) it seems that 
                                                        
313 For details on the various listings of this work, see the ‘Sources’ section for Dixit Dominus 
(ZWV 67). 
314 The Prague parts include two trumpet (“Clarino”) parts, but no oboe part. 
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Zelenka intended for both oboe players to play the same part. In other cases, such as 
Zelenka’s arrangement of the Fabri Dixit Dominus (D-Dl Mus. 2720-E-1,1) and his 
arrangement of the Ingegnieri Dixit Dominus (D-Dl Mus. 1131-E-4), it is clear that, with 
some variation, one oboe doubles the first violins and the other oboe doubles the second 
violins.  
In Dixit Dominus (ZWV 67), Zelenka provided just two directives for the role of 
the oboe(s), both of which are located on the violin line. It is possible that the second 
oboe part could double either the soprano or alto parts, but it would seem most likely that 
a second oboe part, if intended by Zelenka, would double the soprano voice. In works 
that contain two violin parts, such as the Ingegnieri and Fabri Dixit Dominus settings 
noted above, each oboe is typically assigned to one of the two violin parts. Since all 
violins play a single line in Zelenka’s Dixit Dominus (ZWV 67), however, this suggests 
that both oboes should play that same line as well.  
Although Zelenka indicated two oboe parts on the cover and in his ‘Psalmi varii’ 
and ‘Psalmi varii’ (c.1735) entries for this work, for the above reasons noted above, this 
edition includes just one oboe part, which doubles the violin part.  
The next step is to determine when the oboe should play and when it should be 
tacet. When adding oboes to an existing work, Zelenka’s typical procedure was to add 
oboe(s) to ritornello sections and tutti chorus sections. Oboe(s) typically are tacet during 
vocal solo sections. Using this procedure as a guideline for reconstructing the oboe part 




Table 5-10. Reconstructing the oboe part in Dixit Dominus (ZWV 67) by compositional style 
Measure Compositional Function Oboe Status 
1–5b ritornello play 
5c–9 tutti chorus play 
10–29b vocal solos tacet 
29c–44a tutti chorus play 
44b–67 vocal solos tacet 
68–72b ritornello play 
72c–92 tutti chorus play 
 
As noted above, in Dixit Dominus (ZWV 67), Zelenka provided just two directives 
for the role of the oboe. The first instance is in m. 27 where he wrote “VV.” above the 
violin staff, indicating that only violins should play. This also implies that oboes were 
doubling the violin line previously. The second oboe directive is in m. 29 where he wrote 
“tutti” below the violin staff to indicate that violins and oboe are to play the violin part. 
Following these two oboe directives literally, the oboes play everywhere except mm. 27–
29b. This is considerably different than the procedure outlined in Table 5-10 in which the 
oboes are tacet in two locations for extended periods of time (mm. 10–29b and mm. 44b–
67). 
Given Zelenka’s typical procedure for adding oboes to an existing work, the 
location of ‘tutti’ to indicate the return of the oboe(s) makes sense, since that location 
coincides with the return of the tutti chorus. What is less clear is why Zelenka chose to 
make the oboe(s) tacet only at mm. 27–29b rather than at the beginning of the solo 
section (m. 10). The function of the violin part provides some possible answers. The 
function of the violin part in the first solo section (mm. 10–29b) is to provide short 
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commentary that generally consists of arpeggiated figures. Where Zelenka wrote ‘VV’ 
corresponds with the first location where the violin part plays in parallel with a soloist, 
generally playing a tenth above or a third below the alto soloist. One reason for why 
Zelenka removed the oboes when the violin line plays with the alto soloist could be to 
draw attention to this parallel instrumental/vocal line by changing the tonal color at this 
location. Another possibility is that he was concerned that violins and oboes both playing 
in parallel with the soloist could overpower the soloist; this idea is reinforced by the fact 
that he wrote “pia[no]” at the same location where he wrote “VV” to indicate that the 
oboes should drop out. Perhaps it is a combination of both ideas: Zelenka wanted both a 
change of tone color and to ensure that the soloist would be heard clearly. 
A similar passage is found in the second solo section (mm. 44b–67). As with the 
first solo section, the violin line generally provides short commentary that consists mostly 
of arpeggiated figures. At mm. 51–53, however, the violin line plays mostly in parallel 
sixths and tenths, this time with the vocal bass soloist. In addition, Zelenka wrote “piano 
un poco” on the violin line at m. 51, which reinforces the theory that Zelenka wanted to 
ensure that the soloist is not overpowered during the passages in which the violins (and 
oboe?) play in parallel with the soloist. As will be discussed below, this dynamic marking 
may also suggest that the oboes should drop out at this location. 
Zelenka only wrote four dynamic markings in the whole work, all of which are 
written on the violin line. The first, “pia[no],” is written at m. 22, which follows the alto 
solo entry. Another “pia[no]” dynamic is written at m. 27, which corresponds with the 
“VV” directive. Where the oboes return to accompany the tutti chorus (indicated by 
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“tutti” in the violin part), Zelenka wrote “for[te].” The final dynamic marking is “piano 
un poco,” which, as described above, coincides with a passage in which the violin part 
plays in parallel with the vocal soloist. Perhaps the “piano un poco” dynamic suggested 
to Zelenka and his copyists that the oboes should also drop out during this short passage 
where the violin part is in parallel with the vocal soloist. 
The previous discussion leads to three main interpretations for when oboes play in 
this work. The first interpretation, described in Table 5-10, uses Zelenka’s typical oboe 
doubling procedure: oboes are tacet during vocal solo sections, but otherwise typically 
double a soprano or alto voice part or a violin part. A second interpretation is a ‘literal’ 
interpretation guided by the only two oboe instrumentation directives (‘VV’ and ‘tutti’). 
In this interpretation, the oboes double the violin everywhere except at mm. 27c–29. A 
third interpretation takes the ‘literal’ interpretation and extends it to an analogous passage 
in mm. 51–53, where the violin part plays in parallel with vocal soloist and is also 
marked with a instruction to play softer. In this third interpretation, the oboes play 
everywhere except at the two short locations where they play in parallel with the vocal 
soloists (mm. 27c–29 and mm. 51–53). For this edition, the third interpretation was 
chosen as it seems most plausible given what little evidence exists. Where the violin part 
goes below the playable range of the oboe (mm. 31, 77, 88–89), octaves were adjusted in 




Table 5-11. Edition notes for Dixit Dominus (ZWV 67) 
Measure Part Rhythmic 
Position 
Comment 
2 vla. 1 Extension dot added 
2,6,69,73 ob. 4 Oboe transposed up an octave from violin.315 
4 S, A, T, B – Where text is written, the text in the source is “sede ad 
dextris.” This has been changed in all voices to “sede a 
dextris.” 
4 b.c. 1 Notehead obscured by paper damage. Reconstructed via 
the figured bass symbol in relation to the violin and viola 
parts and by analogy to the b.c. part in m. 8. 
7 vln. 8 Notehead obscured by paper damage. Reconstructed by 
analogy to m. 74. 
7 vla. 4 Notehead obscured by paper damage. Reconstructed by 
analogy to m. 74. 
8 vla. 2 Notehead obscured by paper damage. Reconstructed by 
analogy to m. 75. 
9 b.c. 5 Notehead reconstructed by analogy to m. 5. 
10 b.c. 1 Notehead and figure reconstructed by analogy to m. 6. 
14 b.c. 3 “4” figure added 
15 b.c. 8 A “Solo” directive has been left out, since it is preempted 
by the editorial “Solo” directive added to m. 9. 
17 b.c. 1 The figure here is unclear. 
18 vln. 1,2 Notes are partially obscured by paper damage. 
18 b.c. 5–8 G#3–E4–F[#]3[A3?]–E4 in the source. The pitches used in 
this edition match the Violone and Organo parts of the 
Prague parts (Source B). 
18 b.c. 7 Noteheads appear on both F3 and A3.  
20 T 4 16th note from 8th 
21 b.c. 7–8 Noteheads are also written a third below. The notes used 
in this edition are written by Zelenka with larger/darker 
note heads. 
24 b.c. 1 “Natural” figure from “flat” 
                                                        
315 According to Stockigt, when Zelenka wrote solos for oboe, the lowest note used was a C4. The 




Table 5-11. continued 
Measure Part Rhythmic 
Position 
Comment 
29 b.c. 3 Figure appears to be “5#” in the source, but that conflicts 
with the surrounding harmony. The Organo and Violone 
parts from the Prague parts (Source B) show this figure 
as “slashed 6,” which does fit the harmony. 
30 vln. Beat 3 Quarter note rest added 
30–31 vla.  The last three notes in m. 30 and the first four notes in m. 
31 are all written a third higher in the source. On beat 3 
of m. 31, Zelenka wrote a custos on the top line of the 
staff followed by “col Tenore. It appears that he copied 
the notes from the tenor voice, but forgot to transpose 
from the tenor clef to the alto clef when he wrote the 
notes on the viola staff. 
31 ob. 3,6 Transposed up an octave from the violin part in order to 
fit within the playable range of the oboe. 
31 T 1,2 Both 8th notes in the source 
31 b.c. Beat 3 “Natural” figure from “flat” 
32 A 1 8th note in the source 
32 b.c. 3 Editorial sharp added 
33 ob. 3 Oboe transposed up an octave from violin. 
33 S 4 Natural sign from flat sign 
33 S 5 This is a 16th note in the source. 
33 b.c. 2–5 Vertical tasto solo strokes are written below each of 
these notes. 
36 vln. 6 8th note rest in the source 
38 S, A, T, B – Where text is written, the text in the source is “Dominus 
ad dextris.” This has been changed in all voices to 
“Dominus a dextris.” 
42–44 B, b.c.  The staff lines are almost entirely faded away in these 
measures. 
45 b.c. 7 “Flat 6” figure from “6 flat” 




Table 5-11. continued 
Measure Part Rhythmic 
Position 
Comment 
49 vln. – It appears that Zelenka wrote the b.c. line for m. 41 on 
staff line too low, which should have been the violin line 
at m. 49. He left the bass line there and instead wrote the 
correct violin notes over the top. The intended notes and 
rhythms are constructed partly by what Zelenka wrote in 
this measure and partly by analogy with the violin figure 
in mm. 47–48. 
50 B 7 Editorial flat added 
51 b.c. 3 “Flat 6” figure from “6 flat” 
52 b.c. 1 It appears that Zelenka originally wrote a “6” figure over 
a “4” figure. He then corrected the figure here by writing 
over the top of the figure. The ‘corrected’ figure is 
unclear (the top number is either “7” or “5”), but was 
determined by analogy with mm. 14, 42, 59, 88, and 89.  
55 b.c. 5 “Flat 6” from “6” 
57 vln. 5 Quarter note rest added 
63 b.c. 8 “Sharp 4” from “4 sharp” 
64 T 5 Natural sign from flat sign 
66 B 3 Natural sign from flat sign 
66 b.c. 4 “Natural” figure from “flat” 
67 B 1 8th note from quarter note 
70, 74 vln. – The first four 16th notes are written out along with a 
written directive (“4 fai[?]”) to repeat these notes on all 
four beats of the measure. 
72 T 2,3 Both pitches are A4 in the source. Pitches changed to 
match the figured bass as well as by analogy with m. 5. 
77 ob. 4 Transposed up an octave from the violin part in order to 
fit within the playable range of the oboe. 
79 ob. 1–4 Oboe part modified from violin so that all notes fit within 
the oboe range and the melodic pattern is maintained. 
80 T 3 Quarter note rest added 
81 T 6 8th note in the source 
82 b.c. 7 “6” figure in the source 
83,85 ob. 3 Oboe changed from violin in m. 85 to stay within the 
range of the oboe. To maintain the pattern, an analogous 




Table 5-11. continued 
Measure Part Rhythmic 
Position 
Comment 
83 T 5 8th note in the source 
84 vla. 1 Transposed up an octave from the tenor part in order to 
fit within the playable range of the viola. 
84 b.c. 1,5 “Flat 6” figure from “6 flat” 
84 b.c. 4,6,8 Editorial flat added 
85 T 5 Natural sign from flat sign 
85 B – The intended rhythm of the notes in this measure is not 
clear. The rhythmic values in the source are, in order, 
8th, 16th, 16th, 8th, 8th, 8th, quarter, which is one 8th 
short of a full measure. 
85 b.c. 1 “Flat 6” figure from “6 flat” 
86 vln. 3 The source has pitches on both A4 and C5. C5 is probably 
the correct pitch, since that would follow the established 
motivic pattern. The pitches of the violin 1 & 2 parts 
from the Prague parts (Source B) also indicate this pitch 
as C5. 
86 T 8 8th note in the source 
88 ob. – All notes transposed up an octave from the violin part in 
order to fit within the playable range of the oboe and to 
maintain the interval relationships. 
89 ob. 1–4 All notes transposed up an octave from the violin part in 
order to fit within the playable range of the oboe and to 
maintain the interval relationships. 
89 T  A quarter note rest is written in the source between the 





Pitoni/Zelenka Dixit Dominus 
This work was originally copied by a person identified by Horn as ‘ZS 0,’316 and 
was subsequently re-worked by Zelenka. Two separate editions of this work have been 
created. The first edition attempts to transcribe the score as it was originally copied by 
‘ZS 0.’ The second edition transcribes the score as modified by Zelenka.  
The realization of the oboe part(s) for this work is problematic. In both the Fabri 
and Ingegnieri Dixit Dominus settings, as well as all three of Zelenka’s own surviving 
Dixit Dominus settings (ZWV 66–68), Zelenka added oboes via written directives which 
he placed at the staff of the part that the oboe is to double.317 These written directives 
might include directives such as ‘VV’ (indicating strings without oboes doubling), ‘tutti’ 
(indicating oboes plus the instrument/voice assigned to staff where this directive is 
written), “senza oboe,” “Violin 1 e oboe 1,” “Violin 2 e oboe 2,” “oboe col soprano 
sempre,” etc.318 The Pitoni Dixit Dominus score, however, does not appear to indicate 
oboes anywhere. Yet Zelenka’s Inventarium entry for this work indicates that parts for 
one, possibly two, oboe parts were included and the‘Psalmi varii’ (c.1735) entry indicates 
that two oboes were included in the work.319  
Since Zelenka does not specify when the oboes are to play or which part or parts 
they should double in his re-working of Pitoni’s Dixit Dominus, the oboe parts for this 
                                                        
316 ZS I, 174. 
317 A separate oboe part is not included in any of these scores. It appears that even in Zelenka’s 
own Dixit Dominus settings (ZWV 66–68), the oboes were added at a later date.  
318 It would have been the job of the copyist to write out the oboe part(s) based on Zelenka’s 
instructions in the score. 
319 The Inventarium entry for this works states “obo.” and the ‘Psalmi varii’ (c.1735) entry for 
this work states “ob: 2.” Although the date when Zelenka added this work to the Inventarium is 




edition must be constructed based on Zelenka’s typical procedure for adding oboes to 
works that were originally scored for SATB chorus, strings, and continuo. Establishing 
Zelenka’s procedure necessitates an analysis of works that include clearer directives for 
the addition of oboes. An analysis of two of Zelenka’s own Dixit Dominus works (ZWV 
66 and ZWV 68) as well as the Fabri and Ingegnieri Dixit Dominus settings follows.320 
Although Zelenka indicated two oboes for Dixit Dominus (ZWV 66) in the 
Inventarium, there is only one unique oboe part indicated in the autograph score. 
Presumably this implies that both oboe players played the same part. The later Catalogo 
(c.1784) makes no mention of oboes at all. The oboes in Dixit Dominus (ZWV 66) 
perform one of three functions: they double the tutti soprano part (movts. 1, 2, 5), they 
double the tutti soprano part at some points and the violin part321 at other points (movt. 
3), or they are tacet (movt. 4). In the first movement and the musically identical final 
movement (movt. 5), the oboe part doubles the soprano part throughout. It is worth 
noting, however that the violin part often merely doubles the soprano part, so for much of 
the time the violin, oboe, and tutti soprano parts are in unison with each other. For 
example, in polyphonic sections (e.g., mm. 6–8), the violin doubles the soprano part, 
resulting in violins, oboes, and sopranos all in unison with each other. In sections where 
the sopranos sing the Gregorian fifth psalm tone in long notes, the violins, oboes, and 
sopranos are also all in unison with each other. With two brief exceptions (m. 52 and 
mm. 47–48), the only time the violins, oboes, and sopranos are not playing in unison is 
                                                        
320 Dixit Dominus (ZWV 67) was not considered for this analysis because Zelenka’s instructions 
in this work are not clear. 
321 Note that ZWV 66 features a single violin part and two viola parts. 
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when the violins feature the motive that is found in the first two measures of the violin 
part.322 In short, for the vast majority of the time, the oboes, violins, and tutti sopranos are 
in unison. 
The second movement of Dixit Dominus (ZWV 66) features soprano, alto, and 
bass solos, with the tutti chorus interjecting on the text ‘in medio inimicorum tuorum’ 
(‘in the midst of my enemies’). In this movement the oboes double the chorus sopranos 
throughout. Although the violins play throughout the movement, they never double either 
the chorus sopranos or any of the vocal soloists. Zelenka does appear to add oboes to the 
violin line in the vocal bass solo in this movement.323 
The tutti chorus third movement, ‘Judicabit in nationibus,’ consists of several 
short sections. The violins have independent lines in just two short ritornello sections 
(mm. 8–9 and 12–13), but they otherwise double the soprano part throughout. Zelenka 
indicated that the oboes are to double the violins from mm. 1–8a after which point the 
oboes double the sopranos. The result is that the oboes, violins, and sopranos are in 
unison with each other for all but the two short ritornello sections.324 In other words, the 
function of the oboe part in this movement is to reinforce the chorus soprano line. The 
fourth movement, ‘De torrente,’ is a tenor aria that features the strings playing in octaves 
throughout. Oboes are tacet throughout the movement. 
                                                        
322 Other locations are found at mm. 31–33 and 44–46. 
323 For more on the addition of oboes to the bass solo in the second movemen, see the 
accompanying ‘Edition Notes’ for Dixit Dominus (ZWV 66) found earlier in this chapter. 
324 In the first five measures of this movement, the violin part features pulsing eighth notes that 
correspond with the pitches of the soprano part. The soprano part, however, features longer note 
values. It is possible that the copyist may have made the rhythm of the oboe part here match the 
rhythm of the soprano part instead of exactly following the violin part. 
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In summary, the primary role of the oboes in Dixit Dominus (ZWV 66) is to 
reinforce the soprano part in tutti chorus sections.  
In the first movement of Dixit Dominus (ZWV 68), the oboe part typically doubles 
the first violin part except in vocal solo sections. Since Zelenka added the oboe part at a 
later date, it may be more instructive to begin by considering the function of the first 
violin part. When the tutti chorus sings, the first violin doubles the soprano part and the 
oboe doubles the first violin. There are two main exceptions to this. The first is in mm. 3–
4 where the first violin doubles the alto part at an octave above. The second is in mm. 
107–115 where Zelenka instructed the oboe to double the chorus soprano part rather than 
the first violin part, which plays the ritornello over the top of the chorus at this point.  
During purely ritornello sections, the first violin part is an independent line, often 
in unison with the second violins and sometimes also the violas.325 During these sections 
the oboe doubles the first violins. During vocal solo passages, the first violin line is 
independent from the solo lines. In these passages the oboe only doubles the first violin 
during one short interjection between vocal phrases (mm. 49–50). The second movement 
is a nearly exact repetition of the first section of the first movement and the oboe 
doubling follows the same procedure as in the first movement. In the third movement, a 
fugue for tutti chorus, the oboe doubles the soprano part throughout. 
                                                        
325 The ‘purely’ qualifier for the ritornelli excludes mm. 107–115 in which the violins and violas 
play the ritornello motive concurrently with a tutti chorus section. 
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In summary, when the chorus sopranos are present in Dixit Dominus (ZWV 68), 
the oboe and first violins usually double the tutti chorus sopranos.326 During ritornelli the 
oboes double the first violins and during vocal solo sections, the oboes are tacet. 
In the Fabri Dixit Dominus, Zelenka added oboes only during tutti chorus sections 
with the first oboe doubling the first violin part and the second oboe doubling the second 
violin part. The oboes are tacet during vocal solo sections. There are no ritornelli in this 
work. 
Similarly, in the Ingegnieri Dixit Dominus, Zelenka indicated that the two oboes 
are to double the two violin parts. In the first movement the oboes double the violins in 
all but one short echo passage within the closing ritornello. Zelenka typically did not 
include oboes in vocal solo sections, likely because they would likely create a balance 
problem between the soloist(s) and chorus. Although the oboes do play during the solo 
sections of the first movement, the balance issue is not a problem because the upper 
strings and oboes play only during short instrumental interludes between the vocal solos.  
In the second movement, the oboes play only during tutti chorus sections and are 
tacet during vocal solo sections. The third movement for tenor and bass soli is 
accompanied by continuo instruments only. The fourth movement for soprano solo 
includes the oboes during the opening and closing ritornelli only; the oboes do not play 
with the violins in the soprano solo sections. With the exception of one short vocal bass 
solo (mm. 11–12), the fifth movement features the tutti chorus throughout and 
consequently, the oboes double the violins throughout.  
                                                        
326 The exception is when the first violins do not accompany the tutti chorus, such as in mm. 136–
140 where the tutti chorus is accompanied by continuo instruments only. 
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The sixth movement, ‘De torrente,’ is an alto aria. The upper strings in this 
movement serve one of three functions: ritornelli, brief echoes of the alto soloist with 
minimal overlap of the soloist, or accompaniment of the alto solo. In passages where the 
violins echo the alto soloist (e.g., mm. 2–3 and 14–15) and in the ritornello passages (e.g., 
mm. 8–13 and 21–24), the oboes double the violins. In the sections where the upper 
strings accompany the alto soloist, however, the oboes are tacet. 
The final movement, ‘Gloria Patri,’ includes a section for vocal solo quartet (mm. 
8d–15c), but otherwise features the tutti chorus. The upper strings do not play during the 
vocal solo quartet section at all, and consequently, neither do the oboes. The upper strings 
do accompany the tutti chorus sections, however, as do the oboes. 
In summary, Zelenka’s procedure for adding oboes is fairly predictable. Oboes 
nearly always play during tutti chorus sections and during ritornelli. Exceptions to this 
rule typically occur only where Zelenka wished to create a special effect, such as the echo 
effect described in the first movement of the Ingegnieri Dixit Dominus. The oboes 
typically remain tacet during vocal solo sections. The exception is when the violins play 
short interludes between phrases of the vocal soloist(s); in these cases, the oboes often do 
play.  
The oboes always double another part. In cases where Zelenka added just a single 
oboe part, such as in his three extant Dixit Dominus settings (ZWV 66–68), the oboes 
double either the tutti sopranos or the first violins. In cases where Zelenka added two 
oboes, such as in the Fabri and Ingegnieri Dixit Dominus settings, the oboes double the 
first and second violins. 
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Based on the evidence above, it seems likely the Zelenka intended for the oboes 
in the Pitoni Dixit Dominus to double the first and second violins and that the oboes 
should play during tutti chorus and ritornello sections only. In passages where the violins 
accompany vocal soloists, the oboes are tacet. The violin part goes below the playable 
range of the oboe in just one location in the second movement, which is noted in Table 
5-16. 
 
Table 5-12. Zelenka’s re-workings of Pitoni’s Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measure Part Modifications by Zelenka 
All vla. Viola part added 
All b.c. All b.c. figures and organ registration directives (‘Tutti,’ ‘Solo’) added 
4 vla. It appears that Zelenka corrected his notes from Eb4–G4–Eb4 to F4–A4–F4. 
The corrected notes fit within the surrounding harmony. 
24 vln. 1 Zelenka added a stroke mark and a dot in this measure. The stroke mark 
appears to be a phrasing mark for the violins, indicating the start of the 
ritonello. 
29 vln. 1 & 2 Slurs added 
30 vln. 1 & 2 Pitches/rhythms modified 





Table 5-13. Zelenka’s re-workings of Pitoni’s Dixit Dominus, second movt. (‘Tecum 
principium’) 
Measure Part Modifications by Zelenka 
All vla. Viola part added 
All b.c. All b.c. figures and organ registration directives (‘Tutti,’ ‘Solo’) added. A 
stroke mark indicating point of entry of ‘Tutti’ added at m. 17/18 only. 
All All All dynamic markings added by Zelenka. 
1 vln. 2 The first three notes are written by ‘ZS 0.’ Following these is “unisoni,” 
which appears to have been written by Zelenka. 
5 A Beat 1 pitches/rhythms modified 
8 vln. 1 (& 
2) 
Rhythm modified 
15–16 vla. Zelenka incorrectly notated the quarter notes as 8th notes. (m. 15, beats 3–
4; m. 16, beats 1–2) 
17 vln. 1 (& 
2) 
It is possible that the first 8th note may have been added by Zelenka 
(modifying the second 8th note from what was a quarter note), but due to 
the ink color, it appears that it was written by ‘ZS 0.’ 
29 S, A, T, B Staccato wedge added 
29 b.c. The mark immediately preceding the ‘Solo directive is assumed to be a 
stroke mark indicating the point of entry for the ‘Solo’ directive. It could, 
however, be a ‘7’ figure. 
31 ob. 1 & 2 Bb3 pitch transposed up an octave from the violins to stay within the 
playing range of the Baroque oboe. 
31–33 T Pitches/rhythms modified; staccato wedges added; text underlay altered 
38–40,  
42–43 
T Pitches/rhythms modified; text underlay altered 
47 b.c. Zelenka wrote a # figure on the downbeat of this measure 
49 B The dotted quarter-8th rhythm appears to have been incorrectly written as 
two 8th notes by ‘ZS 0’ and was corrected by Zelenka to match the rhythm 
of the voices above. 
 
Table 5-14. Zelenka’s re-workings of Pitoni’s Dixit Dominus, third movt. (‘Sicut erat’) 
Measure Part Modifications by Zelenka 
All vla. Viola part added 
All b.c. All b.c. figures added 
6, 42 B, b.c. Pitches/rhythms modified 




Table 5-15. Editorial notes for Pitoni’s Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measure Part Rhythmic 
Position 
Comments 
29–30 B  The notes for the bass parts were written one measure too 
soon by ‘ZS 0’ and subsequently erased by ‘ZS 0.’ 
33 vln. 2 1 8th note rest added; indecipherable mark above the 8th 
notes. 
34 vln. 2 2 8th note rest from quarter note rest 
36 B  ‘Syon’ modernized to ‘Sion’ 
46 T 4–5 Beat 3 in this source is an 8th note. In the edition, this 
note is divided into two 16th notes to match the rhythm 
of the other three vocal parts. 
47 T 1–2 A slur between these notes was removed to match the 
other three vocal parts. 
48 vln. 1 1 It appears that the original pitch written was F5, with a 
Bb5 written over the top. Both notes appear to have been 





Table 5-16. Editorial notes for Pitoni’s Dixit Dominus, second movt. (‘Tecum principium’) 
Measure Part Rhythmic 
Position 
Comments 
5 vln. 1 (& 2) 4 Quarter note from 8th note 
7 A 3 Natural from flat 
7 b.c. 1 Natural from flat 
15 All  Based on the consistency of the spacing of the bar lines, 
it appears that the bar lines were added before the music 
was written out. Measure 15 is the last measure on the 
page (p. 6), but contains only the first two beats of the 
measure. The remaining measures in this movement 
contain four beats, resulting in all successive measures 
being shifted by two beats. In other words, the bar lines 
indicate the middle of the measure rather than the 
beginning of the measure. The notes of the violin part at 
m. 15 may have been written in by Zelenka. 
26 ob. 1 & 2 9–15 The second violin part goes below the playable range of 
the oboe, so the oboe part at this location was transposed 
up on octave. To maintain the intervallic relationship 
between the two oboe parts, the first oboe part was also 
transposed up an octave. 
37 vln. 1 (& 2) 6 A “col Basso” directive is written at the beginning of m. 
35. In order to remain within the playing range of the 
violin, this note was transposed an additional octave 
higher. 
42 vln. 1 (& 2) 7 Transposed up an additional octave above the b.c. line in 
order to remain within the playing range of the violin. 
 
Table 5-17. Notes on the unedited copy of Pitoni’s Dixit Dominus, third movt. (‘Sicut erat’) 
Measure Part Rhythmic 
Position 
Comments 
25 vln. 1 2–4 These three pitches (copied by ‘ZS 0’) are G5 in the 
source. Changed to F5 in this edition to agree with the 
surrounding harmony. 
33 A 1 Natural from flat 




Fabri/Zelenka Dixit Dominus 
This work was originally copied by a person identified by Horn as ‘ZS 0var,’327 
and was subsequently re-worked by Zelenka. Two separate editions of this work have 
been created. The first edition attempts to transcribe the score as it was originally copied 
by ‘ZS 0var.’ The second edition transcribes the score as modified by Zelenka. Although 
oboe parts have been written out in full in the ‘re-worked’ edition, Zelenka’s ‘tutti’ and 
‘VV’ directives for the addition of oboes have been retained on the staff where they were 
originally written.328 
  
                                                        
327 ZS I, 174. 
328 ‘VV’ added to a violin line indicates that only the violins play, implying that oboes are tacet. 
‘Tutti’ indicates that both the violins and oboes play. 
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Table 5-18. Zelenka’s re-workings of Fabri’s Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measure Part Modifications by Zelenka 
All All All stroke marks indicating points of entry added; all staccato wedges 
added; all dynamic markings added 
All vla. Viola part added 
All b.c. All b.c. figures and organ registration directives (‘Tutti,’ ‘Solo’) added 
All vln. 1 & 2 All ‘Tutti’ and ‘VV’ directives for oboes added 
1 vln. 1 “Violi[ni] 1. allegro T[utti]:” added 
1 vln. 2 “Viol[ini]: 2.” added 
1 vla. “Viola” added 
1 S “Tutti allegro” added 
1 b.c. “Alle[gro]:” added above the staff; “Tutt[i].” added below the staff 
4–7b vln. 2 Newly composed, mostly doubling the alto voice; replaces unison with 
violin 1 
7 vln. 1 “pian” added, slur and tie over the bar line may be added 
8 vln. 1 Pitches/rhythms modified 
10 vln. 2 “tr[ill]” added 
12d vln. 1 Pitches/rhythms modified 
19 vln. 2 “Oboe 1 e 2” added 
20 A “Solo:” added 
20c–22 vln. 1 & 2 All notes and rests added 
25–29b vln. 1 All notes added 
25 vln. 2 “unison[i]” added, [in unison with Violin I] 
26 T “Soli” added 
27 A “Soli” added 
29 S “Soli” added 
30–31b vln. 1 All notes and rests added 
30 vln. 1 “for[te?]” appears to be added by a third hand 
33 vln. 1 Notes and rests added 
37 vln. 1 & 2 Slurs added? 
40–43 vln. 1 & 2 Pitches/rhythms modified 
50 vln. 2 Rhythm altered 
57 vln. 1 & 2 Rhythm modified; Editorial quarter note rest added. 






Table 5-19. Zelenka’s re-workings of Fabri’s Dixit Dominus, second movt. (‘De torrente’) 
Measure Part Modifications by Zelenka 
All vln. 1 & 
2, vla. 
‘VV’ directives for oboes added 
All vla. Viola part added 
All b.c. All b.c. figures added 
1 b.c. “Soli” added 
2–8 vln. 1 All notes, rests, and dynamics added 
4–8 vln. 2 All notes, rests, and dynamics added 
7 A “Soli” added 
8b b.c. A larger half note notehead is written over the top of the original note 
head. It is unclear if this was done by ‘ZS 0var’ or by Zelenka. 
9–15a S, B Composed/added 
9a A A larger half note notehead is written over the top of the original note 
head. It appears that perhaps the original note was C4, but was correct to 
B3. It is unclear if this correction was made by ‘ZS 0var’ or by Zelenka. 
15 b.c. “Tutti” may be by Zelenka or possibly a third hand 
15 B “Tutti” added 
17 S, A, T, 
B, b.c. 
Rhythm modified 




19–26 vln. 2 “col Soprano[?]” appears to have been covered over; new part added 
(mostly doubles the Alto voice 8va) 
23–33a vln. 1 Newly composed part (replaces the original “col Soprano” directive) 
29 T Pitches/rhythms modified 
29–30 T “a” and “men” added over the original underlay repeat symbol 
32–34a vln. 2 Notes and rests added (replaces the ‘col soprano’ directive at m. 29) 
39 A Original half note changed to a quarter note. The original half note may 
have been a copyist error. 





Table 5-20. Editorial notes for Fabri’s Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measure Part Rhythmic 
Position 
Comments 
5 vln. 2 4 Unclear if this note is supposed to be an A. It appears that 
a mark in this area was erased at one point. 
6 ob. 1 8 In order to remain within the playing range of the oboe, 
the G was transposed up an octave relative to the violin 1 
part. 
14,15 vla. 1 16th rest from 8th rest 
24 b.c. 3 The figure here is a “6” with a flat symbol drawn through 
it. Replaced with a “flat 6” symbol. 
30 vln. 1 – “for[te?]” may be added by a third hand 
32 T, b.c. 4 Natural from flat 
33 vln. 1 (& 2) 2 16th rest from 8th rest 
33 T 1–2 Appears to be a copy error by ‘ZS 0var’; first two notes 
were originally 8th notes, but the beam was removed, 
turning them into quarter notes (and matching the b.c. 
rhythm) 
35,36 B  “meis” replaced with “tuis” 
40 vln. 1 5 16th rest from 8th rest 
41–44 vla. 1 16th rest from 8th rest 
42 vln. 2 6 16th rest from 8th rest 
50 B 1–3 In the source, the first three notes beamed in a 2+1 
grouping; corrected so that they are all beamed together. 
54 vla. 11 Quarter note rest added 
56 tpt. 2 7 The pitch of last note appears to be G5, but there also 
appears to be an E5 note written below this. It is unclear if 
these are by ‘ZS 0var’ or by Zelenka. 
56 A 6–7 8th notes from 16th notes (‘ZS 0var’ copy error) 
57 vln. 1, vln. 2 2 Quarter note rest added 





Table 5-21. Editorial notes for Fabri’s Dixit Dominus, second movt. (‘De torrente’) 
Measure Part Rhythmic 
Position 
Comments 
5 T  Cross-relation between Bb of Zelenka’s Violin 2 part and 
the Tenor B-natural. Editorial flat added to the Tenor, but 
no accompanying figure was added to the b.c. part. 
9 S 1–2 Each of the first two notes contain two note heads, one 
on B4 and one on D5. Nothing appears to indicate that one 
pitch is preferred over the other. It is assumed that D5 
must have been intended, since B4 pitches would result in 
parallel octave motion with the alto soloist. 
29 T 1–2 Slur over first two notes removed, since this applied to 
the original setting without Zelenka’s modifications 
31 S 1 Extension dot on half note is in error (may just be a 
random mark) 
39 vla. 2–3 Rests added 






Ingegnieri/Zelenka Dixit Dominus 
This work was originally copied by a person identified by Horn as ‘ZS 0,’329 and 
was subsequently re-worked by Zelenka. Two separate editions of this work have been 
created. The first edition attempts to transcribe the score as it was originally copied by 
‘ZS 0.’ The second edition transcribes the score as modified by Zelenka. Although oboe 
parts have been written out in full in the ‘re-worked’ edition, Zelenka’s ‘tutti’ and ‘VV’ 
directives for the addition of oboes have been retained on the staff where they were 
originally written.330 
  
                                                        
329 ZS I, 174. 
330 ‘VV’ added to a violin line indicates that only the violins play, implying that oboes are tacet. 
‘Tutti’ indicates that both the violins and oboes play. 
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Table 5-22. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, first movt. (‘Dixit 
Dominus’) 
Measure Part Modifications by Zelenka 
All All All stroke marks indicating points of entry added 
All b.c. All b.c. figures, b.c. instrumentation directives (“Org[ano].,” “R[ipieno]:”), 
organ registration directives (“Solo”) added 
All vln. 1 & 2 All “Tutti” and “VV” directives for oboes added 
1 b.c. “Largo” appears to be written over the top of a previous (illegible) tempo 
indication. 
3 b.c. “allegro” appears to be written over the top of a previous (illegible) tempo 
indication. 
7 All “ada[gio]” or “ad[agio]” added 
8 S “Allegro” added above the staff. 
9 vln. 1 “Alleg[ro].” added below the staff 
13 S “Solo” directive added 
17, 19 b.c. Pitches/rhythm modified 
20 A “Sol[o]:” directive added 
23, 37 vln. 1 Pitches/rhythm modified 
25–28 b.c. Pitches/rhythms modified 
29–30 S, A, b.c. Pitches/rhythms modified. It is very difficult to determine some original 
pitches, particularly in the b.c. part at m. 29 beat 4 and m. 30 beat 1. The 
erased notes in the soprano part at m. 29 beat 4 appears to have had both a 
G3 and E3 at one point. 
34–35 A Text underlay modified 
36 b.c. “For[te]:” added 





Table 5-23. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, second movt. (‘Virgam 
virtutis’) 
Measure Part Modifications by Zelenka 
All b.c. All b.c. figures and organ registration directives (“Tutti,” “Solo”) added 
All vln. 1 & 2 All “Tutti” and “VV” directives for oboes added 
1 vln. 1 “Andante.” tempo indication added. 
1 b.c. “Andante.” tempo indication added; may be written over the top of an 
erased tempo indication. 
3 vla., S It appears that a natural sign before the B pitches was erased, changing the 
pitch from B-natural to the key signature Bb. The natural signs were likely 
erased by Zelenka, since the Bb pitches correspond with the flat figure that 
Zelenka added to the b.c. line. 
5 A “Solo.” directive added 
5 vln. 1, 
vln. 2, 
vla. 
“p[iano]:” dynamic added 
10 S “Solo:” directive added 
20 S Whole note on G4 changed to dotted half note on G4 followed by quarter 
note anticipation on F4. This change creates somewhat unusual parallel 
seconds between soprano and alto. 
21 b.c. “Allegro.” tempo indication added 
22 S “T[utti]:” directive added 
 
Table 5-24. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, third movt. (‘Tecum 
principium’) 
Measure Part Modifications by Zelenka 
All b.c. All b.c. figures, the instrumentation directive (“Orga[no]:”), and the organ 
registration directive (“Soli a 2”) added 
1 T “Solo” appears to have been changed to “Soli”; both added by Zelenka. 
1 b.c. “Vivace” tempo indication added 
12 T Flat symbols on the second two E pitches were added by Zelenka. See the 





Table 5-25. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, fourth movt. (‘Juravit 
Dominus’) 
Measure Part Modifications by Zelenka 
All All All stroke marks indicating points of entry added 
All b.c. All b.c. figures, b.c. instrumentation directives (“Org[ano]:,” “R[ipieno]:”) 
added 
All All All dynamic markings added by Zelenka except for those that are written 
out in full. Dynamic markings written by ‘ZS 0’ include: 
vln. 1 (& 2): mm. 4, 36 
S and b.c.: mm. 24, 27, 31 
All vln. 1  
(& 2) 
All “Tutti” and “VV” directives for oboes added 
6 vln. 1  
(& 2) 
“tr” (trill) added 
6 S “Solo” added 
6, 36, 38 vln. 1  
(& 2) 
On beat 2 Zelenka changed the pitches from A–Bb to Bb–A. NB: Zelenka 
did not alter the order of pitches in the equivalent location in m. 4. 
12–16 vln. 1  
(& 2) 
All notes from m. 12 through the first note in m. 16 added by Zelenka. 
Based on the darker ink color, it appears that Zelenka later changed the 
final A4 pitch in m. 15 from a quarter note to a dotted 8th note and wrote 
“tr” (trill) above this note. He then added the final 16th note of m. 15 (a Bb 
‘anticipation’) as well as the quarter note to the downbeat of m. 16. 
16 vla. Based on the color and shape, the tie likely was added by Zelenka. This 
cannot be determined for sure. The tie has been written with a dashed line 
in the ‘unedited’ edition. 
16 b.c. Pitches/rhythms modified 
18–19 vln. 1  
(& 2) 
All notes in m. 18 plus the first two beats of m. 19 added by Zelenka. 
22–24, 
27–32 
vln. 1  
(& 2) 





Table 5-26. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, fifth movt. (‘Dominus a 
dextris’) 
Measure Part Modifications by Zelenka 
All b.c. All b.c. figures, organ registration directives (“Tutt[i]:,” “Sol[o]:”), and 
b.c. instrumentation directives (“Or[gano].,” “R[ipieno]:”) added 
All vln. 1 & 2 All “Tutti” and “VV” directives for oboes added 
1, 14 S “T[utti]:” added 
1 b.c. “Vivace” added below the staff 
2 vln. 1 & 2 Pitches/rhythms modified; staccato wedges added 
4 vln. 1 Staccato wedges added 
5 vln. 1 & 2 Pitches/rhythms modified 
11 B “Sol[o]:” added 
22 vln. 1, S “Presto” added by Zelenka. (“Presto” under the b.c. part appears to be 
written by ‘ZS 0.’) 
24 S Zelenka wrote “bit Ca” over the original underlay. It is difficult to 
determine the original overlay, but it appears that Zelenka was correcting 
an error by ‘ZS 0.’ 
24–25, 
27–34 
b.c. Pitches/rhythms modified 
29 S Flat sign on B, which confirms that the B-natural in the previous measure 
is no longer in effect, appears to be added by Zelenka. 
35 vln. 1, S, 
b.c. 
“Largo” added 




Table 5-27. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, sixth movt. (‘De torrente’) 
Measure Part Modifications by Zelenka 
All b.c. All b.c. figures, the “Sol[o].” organ registration directive, and b.c. 
instrumentation directives (“Org[ano]:,” “R[ipieno]:”) added 
All vln. 1 & 2 All “Tutti” and “VV” directives for oboes added 
1 b.c. “Andante” added below the staff 





b.c. Pitches/rhythms modified 
8, 39 b.c. “for[te]:” dynamics added 
31–35,  
44–48 
A Pitches/rhythms modified 
31, 44 vln. 1 & 2 “pian[o].” added 
 
Table 5-28. Zelenka’s re-workings of Ingegnieri’s Dixit Dominus, seventh movt. (‘Gloria 
Patri’) 
Measure Part Modifications by Zelenka 
All b.c. All b.c. figures, organ registration directives (“T[utti]:,” “Sol[o]:”), and 
b.c. instrumentation directives (“Org[ano].,” “R[ipieno]:”) added  
7 T Pitches altered 
8 S, B “Solo” added 
10 A “Solo” added 
10–11 b.c. Pitches/rhythms modified 
15 S “Tutt[i]” added 
20 b.c. “più Allegro” added by Zelenka?? The ink is in a different yellowish color 
compared to the ink colors used by ‘ZS 0’ and Zelenka. 
20 S “più Allegro” added 
21 vln. 1 “più Allegro” added 
30 vln. 1 Staccato wedges added 
30–31 S Staccato wedges added 




Table 5-29. Editorial notes for Ingegnieri’s Dixit Dominus, first movt. (‘Dixit Dominus’) 
Measure Part Rhythmic 
Position 
Comments 
3 A 4 Editorial flat added 
4–5 A  Text underlay here is unclear. A tie connecting the last 
note of m. 4 with the first note of m. 5 has been removed 
since this contradicts the “-mino” (‘Domino’) underlay.  
5 T 4 Editorial flat added 
6 A  The 8th notes in m. 6 are not beamed together, implying 
that separate text syllables should be placed here. The 
only text written is “me” (‘meo’), however, so these two 
8th notes have been beamed together in this edition. 
10 A 2 Natural from flat 
31–32 A  A dashed slur and suggested text underlay has been 
added in square brackets below to match the underlay 
changes that Zelenka made at the equivalent location in 
mm. 34–35. 
 
Table 5-30. Editorial notes for Ingegnieri’s Dixit Dominus, second movt. (‘Virgam virtutis’) 
Measure Part Rhythmic 
Position 
Comments 
1 A 3 In the source, E4 is written over the top of F4. Appears to 
be a copy error that was corrected by ‘ZS 0.’ 
2 A 3 In the source, F4 is written over the top of E4. Appears to 
be a copy error that was corrected by ‘ZS 0.’ 
3 b.c. 2 “Flat 5” figure from “5 flat” 
10 b.c. 2 Natural figure from flat figure 
14 S 4 ‘ZS 0’ copy error; changed to A4 from Bb4 
25 S 5,6 A4 from Bb4. Bb does not fit the harmony or the 
previously established melodic pattern. 
29–31 vla.  Pitches from m. 29 beat 2 through m. 31 beat 2 originally 
were doubling the tenor line (also doubled 8va by the 
violin 1) and then corrected to double the alto line. 
Because the corrected quarter notes with downward-
pointing stems are written with the stems to the left of the 
notehead, it appears that the corrections were made by 
‘ZS 0,’ since Zelenka’s downward-pointing stems are 




Table 5-31. Editorial notes for Ingegnieri’s Dixit Dominus, third movt. (‘Tecum 
principium’) 
Measure Part Rhythmic 
Position 
Comments 
All vln. 2  The source includes an 8th note rest in m. 1 followed by 
a “unisoni” directive, indicating that the first and second 
violins all play together in unison. 
12 T 1 Flat added; according to Baroque custom, this note would 
still be Eb from the flat added in the previous measure. 
See the commentary on accidentals in the Editorial 
Methods. 
16 B 1 Flat added; according to Baroque custom, this note would 
still be Eb from the flat added in the previous measure. 
See the commentary on accidentals in the Editorial 
Methods. 
19 T 5–6 These 16th notes are unbeamed in the source, but should 
be beamed together. 
 
Table 5-32. Editorial notes for Ingegnieri’s Dixit Dominus, fourth movt. (‘Juravit Dominus’) 
Measure Part Rhythmic 
Position 
Comments 
1–2 vln. 1 (& 2)  Zelenka changed the last note of m. 15 and the first note 
of m. 16 in the violin 1 line. The ink from these notes 
then bled on to the violin 1 line in mm. 1–2, partially 
obscuring the notation.  
1 b.c.  Zelenka changed some notes in the first two beats of m. 
16 of the b.c. line. The ink from these notes then bled on 
to the b.c. line at mm. 1, partially obscuring the notation. 
Reconstructed/confirmed by analogy with the b.c. line at 
m. 7. 
2, 34 vln. 1 (& 2) 6 Editorial flat added 
5 vln. 1 (& 2) 4 Editorial flat added 
14–15 vln. 1 (& 2)  Editorial flats added to all E pitches 
20 S 1 Flat added; according to Baroque custom, this note would 
still be Eb from the flat added in the previous measure. 
See the commentary on accidentals in the Editorial 
Methods. 
35 vln. 1 (& 2) 4 Editorial flat added 
35, 37 b.c. 3 The figure here is a “6” with a flat symbol drawn through 
it. Replaced with a “flat 6” symbol. 
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Table 5-33. Editorial notes for Ingegnieri’s Dixit Dominus, fifth movt. (‘Dominus a dextris’) 
Measure Part Rhythmic 
Position 
Comments 
7 A 6 Natural sign from flat sign 
25 S 4 Natural sign from flat sign 
28 b.c. 3 Natural-6 figure from 6-natural 
34 B – Replaced “-ra multorum, mul-” underlay with “-ra, in ter-
ra mul-” to match the other three voices. 
 
Table 5-34. Editorial notes for Ingegnieri’s Dixit Dominus, seventh movt. (‘Gloria Patri’) 
Measure Part Rhythmic 
Position 
Comments 
7 b.c. 1 The figure here is a “6” with a flat symbol drawn through 
it. Replaced with a “flat 6” symbol. 
24 A 1 8th note rest missing in original 
24 A 3 A from Bb, to match the b.c. line and the 8th note 
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œ# œ jœ Jœ Jœ jœ œ œ œ
tu os, sca bel lum peœ œ Œ ‰ Jœ
tu os, sca
.œ œ œ Œ ‰ Jœ
#
- - - -
- - - - - - - - - - - -
- - - - - - - - - - - - -
















œ ‰ jœ jœ jœ œ œ
dum, sca bel lum pe
˙ .œ jœ#
dum,
Jœ# Jœ œ œ œ œ jœ J
œ
bel lum pe dum, sca





œ œ œ œ œ œ
œ œ# œ œ œ œ œ œ œ
w
pe
œ œ œ œ œ œ
dum
jœ jœ# œ œ œ œ œ œ œ
sca bel
Jœ Jœ œ œ œ œ# œ œ œ
bel lum pe













œ œ œ .œ Jœ œ
œ .œ jœ œ œ
œ œ œ œ œ œ œ œ œ
3
9 8 6 5
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- - - - - - -
- - - - - - - -
















œ œ .œ jœ œ
œ œ ˙
lum pe˙ œ œ
dum tu























œ œ œ œ# œ œ œ œ# œ
˙ 
.˙ ‰ Jœ
rum, scajœ Jœ jœ jœ# œ œ œ œ# œ
rum, sca bel lum pe
˙ 
rum,
˙ Œ ‰ Jœ
rum, sca
˙ Œ ‰ Jœ
5 5
- - - - -
- - - - - - - -
- - - -










27 œ œ œ ˙ œ œ
œ œ œ ˙ œ œ
œ œ œ# Œ ‰ Jœ
‰ œ œ# œ ˙
Jœ œ œ ˙ jœ Jœ
bel lumpe dum, sca
œ œ œ# Œ ‰ Jœ
dum, sca
‰ Jœ Jœ# Jœ ˙
sca bel lum pe
Jœ Jœ œ# œ Jœ# jœ œ
bel lum pe dum tu o




œ# œ œ# œ œ œ œ œ# œ
œ# œ œ# œ œ œ œ œ# œ
œ œ œ# œ œ œ œ œ ‰ Jœ
.˙ œ
Jœ# œ œ# œ œ œ œ œ# œ
bel lum pe dum,jœ œ œ# œ œ œ jœ jœ ‰ Jœ












‰ œ œ œ# œ œ œ œ
‰ œ œ œ# œ œ œ œ
œ œ Œ ‰ œ# œ œ#
‰ œ œ# œ# œ œ œ œ
‰ Jœ jœ jœ# œ œ jœ Jœ
sca bel lum pe dum tujœ jœ Œ ‰ jœ# jœ jœ#
bel lum, [sca bel lum]
‰ Jœ Jœ# Jœ# œ œ Jœ Jœ
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œ œ œ ˙
œ# .œ œ ˙
œ# ˙ œ
œ œ œ ˙
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œ# .jœ rœ ˙












œ ‰ œ œ# œ œ œ œ
œ ‰ œ œ# œ œ œ œ












f œ œ ˙
œ œ œ# œ œ œ œ# œ œ œ œ
œ œ œ# œ œ œ œ# œ œ œ œ
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œ# œ œ œ œ œ œ#
.œ œ œ Œ ‰ Jœ#
.œ œ œ ‰ œ œ œ#
.œ œ œ 
jœ# Jœ jœ jœ œ jœ Jœ#
dum, [sca bel lum pe dum,] sca
˙# ‰ Jœ jœ jœ#
dum, [sca bel lum
Œ œ œ œ
sca bel lum
Œ œ œ œ
sca bel lum





œ œ# œ œ# œ
œ œ# œ œ# œ
œ œ# œ œ œ œ# œ œ œ
Œ ‰ jœ œ œ# œ œ œ
Jœ Jœ# œ œ# œ
bel lum pe dum,
œ œ# jœ jœ jœ jœ# œ œ œ
pe dum, sca bel lum pe
œ jœ Jœ
jœ jœ# œ œ œ











‰ œ œ# œ# œ œ œ
‰ œ œ# œ# œ œ œ
œ# œ œ œ# œ œ œ
œ# œ ˙ œ
‰ Jœ Jœ# Jœ# œ Jœ Jœ
[sca bel lum pe dum] tu
jœ# Jœ jœ jœ# œ jœ jœ
dum, sca bel lum pe dum] tu
jœ# jœ œ œ œ
dum, sca bel lum
w
tu
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36 œ# œ ˙ œn
œ# œ ˙ œn
œ# œ œ ‰ Jœ
œ œ œ ˙
œ# œ ˙ œn
o rum,
œ# œ œ ‰ jœ
o rum, sca
œ Jœ Jœ ˙
pe dum tu o
w
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œ œ œ œ œ œ
œ œ œ œ œ œ
œ# œ .œ Jœ œ
œ œ œ œ
Jœ Jœ Jœ jœ œ œ
sca bel lum pejœ# Jœ .œ jœ œ
bel lum pe
œ œ œ œ
rum, sca bel lum
œ œ œ œ
rum, sca bel lum










œ ‰ Jœ œ# œ œ
œ ‰ Jœ œ# œ œ
œ .œ Jœ œ œ
˙ œ ‰ Jœ
œ ‰ Jœ Jœ# Jœ œ
dum, sca bel lum pe
œ .œn jœ jœn jœ
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- - - - - - - -
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œ# ˙ œn
œ œ œ ‰ Jœ
œ œ# œ œ œ œ
œ# ˙ œn
dum,
œ œ œ ‰ jœ
pe dum, sca
Jœ Jœ# œ jœ jœ œ
bel lum pe dum] tu oœ œ ˙
bel lum pe









œ œ œ œ œ œ
œ œ œ œ œ œ
œ# œ .œ Jœ œ
œ œ œ œ
Jœ Jœ Jœ jœ œ œ
sca bel lum pe
jœ# jœ .œ jœ œ
bel lum pe
œ œ œ œ
rum, sca bel lum
œ œ œ œ
dum, sca bel lum









œ ‰ jœ œ œ œ
œ ‰ jœ œ œ œ
œ .œn Jœ œ œ
˙ œ ‰ Jœ
œ ‰ jœ Jœ Jœ œ
dum, sca bel lum pe
œ .œn jœ jœ jœ
dum, sca bel lum
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œ ˙ œ
œ œ ˙





Jœ Jœ œ ˙
bel lum peœ œ ˙#
bel lum pe











œ œ œ œ œ# œ
œ œ œ œ œ# œ
œ œ œ œ œ
œ œ ˙ œ
Jœ Jœ jœ Jœ œ# œ
sca bel lum pe dum
œ œ œ œ œ
dum tu o









œ œ œ# ˙
œ œ# ‰ œ œ œ œ
˙ ˙
œ œ œ Œ




œ œ œ œ
rum, sca bel lum
˙ ˙
rum,]
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- - - - - -
- - - - - -




















œ œ œ œ œ œ œ# œ œ
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œ œ œ œ œ œ .œ œ œ
6 4 #
œ œ œ œ œ œ œ
 Œ ‰ Jœ
∑
∑
œ œ œ œ œ œ œ
bel lum pe



















48 œ œ œ œ œ ‰ œ
œ œ ‰ Jœ œ œ ‰ Jœ
 ‰ œ œ œ
‰ œ œ œ œ œ œ œ# œ
œ Jœ Jœ Jœ Jœ ‰ Jœ
dum, sca bel lum, [sca]
œ œ# œ ‰ Jœ Jœ jœ
lum, sca bel lum
‰ Jœ Jœ Jœ œ œ œ œ# œ
sca bel lum pe
˙ 
[dum,]
‰ Jœ œ œ œ œ œ œ œ# œ
# F - 6 6
[Vc/Org]
œ œ# œ œ ‰ Jœ
œ œ# œ œ ‰ Jœ
œ# œ œ .œ œ# ˙
œ Œ ‰ œ œ œ#
Jœ jœ# œ œ ‰ Jœ
bel lum pe dum, sca
œ# œ œ .œ œ# ˙
pe
œ Œ ‰ Jœ Jœ jœ#
dum, sca bel lum
‰ Jœ J
œ Jœ œ œ œ œ# œ
sca bel lum pe
œ






.œ œ œ œ œ œ œ œ
.œ œ œ œ œ œ œ œ
œ œ œ œ œ# œ œ
jœ œ œ Jœ œ
.Jœ Rœ œ œ œ œ Jœ Jœ
bel lumpe dum tu
jœ Jœ jœ Jœ œ# jœ Jœ
dum, sca bel lum pe dum tujœ œ œ Jœ œ
pe dum tu oœ jœ Jœ ˙
dum tu o
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- - - - - - - - - -
- - - - - - - -
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˙ œ ‰ Jœ
œ œ# œ ‰ Jœ
œ œ œ œ Œ
˙ œ Œ
o rum,
œ œ# œ Œ










 ‰ œ œ œ#
œ œ œ# œ œ œ œ œ
œ œ œ œ œ œ œ œ
‰ œ œ œ# œ œ
 ‰ Jœ Jœ Jœ#
sca bel lum
‰ jœ jœ jœ ‰ jœ jœ jœ
sca bel lum, [sca bel lum]
‰ Jœ Jœ Jœ# œ œ
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- - - - -










53 œ œ œ œ# œ œ
œ œ œ œ# œ œ
œ œ œ œ œ
Œ ‰ jœ œ œ œ œ
œ Jœ Jœ œ# œ œ
pe dum tu o
œ jœ jœ œ œ
pe dum tu o
Œ ‰ jœ jœ jœ œ œ














œ œ# œ ˙
œ œ# œ ˙
.œ Jœ ˙
œ œ œ ˙
œ œ# œ ˙
rum.
.œ jœ ˙
rum.jœ jœ œ ˙
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œ œ œ œ
4 3 4 6
∑
œ œ œ œ œ œ œ






œ œ œ œ
4 3 4 6
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œ œ œ œ
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œ ‰ œ œ œ
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11 œ œ# ‰ œ œ œ
œ Œ Œ
‰ œ œ œ# œ
# - - -
œ œ œ ‰ œ œ œ
‰ œ œ œ œ
∑
œ œ# œ ‰ œ œ œ
‰ œ œ œ œ
∑
œ œ œ œ œb
œ œ œb œ œ œ
∑



















œn œ .œb œ œ
œ œ œ























œ œ œ ‰ Jœ





Œ Œ ‰ Jœ
œ œ œ
Jœ Jœ œ œ œ œ
vir tu tis,
Œ Œ ‰ Jœ
[p]
œ œ œ œ œ œ
œ ‰ œ œ œ
Œ Œ ‰ Jœ
vir
œ œ œ œ
4 3 4 6
∑













24 Œ ‰ œ œ œ
œ ‰ œ œ œ
˙ Œ
ae
‰ œ œ œ œ œ
6 6[tasto
solo]
.œ œ œ œ œ œ
œ œ œ œ œ




.œ œ œ œ œ œ
.œ œ œ œn œ œ
.Jœ Rœ œ Œ
Do mi nus









.œ œ œ œn œ œ
œ œn œ œ œ

















28 .œ œn œ œ œ
.œ œ œ œ œ
.Jœ Rœ Jœ Jœ œ
Do mi nus ex Si∑
Adagio œnU ‰ œ œ œ
œU Œ œ
œU ‰ Jœ Jœ Jœ
on, e mit tet∑



























œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ











Œ ‰ œ œ œ
œ œ ‰ œ œ œ
œ œ ‰ œ œ œ
Œ ‰ jœ Jœ jœ
in me di
Œ ‰ jœ jœ jœ
in me di.˙
na
Œ ‰ Jœ Jœ Jœ
in me di











œ ‰ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ ‰ jœ Jœ jœ
o in i mi
œ ‰ jœ jœ jœ
o in i mi.˙
œ ‰ Jœ Jœ Jœ
o in i mi
œ œ œ œ œ œ œ œ
6 6
œ ‰ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ ‰ œ œ œ
co
œ ‰ œ œ œ
co.˙
œ ‰ œ œ œ
co
œ œ œ œ œ œ œ œ
6 6
- - - - - -
- - - - - -
- - - - - - -



















œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ
rum tu






œ œ œ œ œ œ œ œ
6 5
œ œ Œ














Œ ‰ œ œ œ
œ œ ‰ œ œ œ
Œ ‰ œ œ œ
Œ ‰ Jœ Jœ Jœ
[in me di]




Œ ‰ Jœ Jœ Jœ
in me [di]
Œ ‰ œ œ œ
œ ‰ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ ‰ Jœ Jœ Jœ
o in i mi
œ ‰ Jœ Jœ Jœ
o in i mi
.˙
œ ‰ Jœ Jœ Jœ
o in i mi
œ œ œ œ œ œ œ œ
6 6 5
- - - - - - - -
- - - - - - - -
- - - - - -
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œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ ‰ œ œ œ
co
œ ‰ œ œ œ
co
.˙
œ ‰ œ œ œ
co
œ œ œ œ œ œ œ œ
6 5 6 5
œ œ œb
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œb
rum tu





œ œ œ œ œ œ œ œ
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œb œ Œ
œ œ œ œ
œ
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- - - - -
- - - -
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œ œ œ
œ œn œ
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œ œn ‰ œ œ œ
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œ œ# ‰ œ Jœ
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œ œ .œ jœ
œ œ œ œ# œ
∑
œ œ œ œ
4 5 4 #
œ œ œ Œ





Œ Œ ‰ Jœ
œ œ œ œ
Jœ Jœ# Jœ Jœ œ
prin ci pi um
Œ Œ ‰ Jœ
œ œ# œ œ œ œ œ
œ ‰ Jœ# œ
∑
œ œ œ œ
4 # F 6











œ œ œ œ œ
œn œ œ œ# œ
∑
œ œ œ# œ
T 6 #
œ œ œ Œ







œ œ œ œ# 
œ Jœ Jœb Jœ Jœ
di e vir tu tis
œ œ# œ
5 6 #
œ œ œ œ œ
œ œ œ




.œ œ œ œ œ œ
œ ‰ œ œ œ
Œ ‰ Jœ œ œ
in splen
œ Œ Œ
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.Jœ Rœ œ Œ
do ri bus,









.œ œ œ œn œ œ
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.œ œn œ œ œ
.œ œ œ œ œ
.Jœ Rœ Jœ Jœ œ
do ri bus] sanc to
∑
œn ‰ œ œ œ
œ ‰ œn œ œ
œ Œ Œ
rum:








.œ œ œ œ œ
.œ œn œ œ œ
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œ Œ Œ
‰ jœ œ jœ jœ
ex u te ro








œ œ œ œ .œ œ
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œ œ œ œ# œ
∑
.Jœ Rœ# Jœ Jœ Jœ jœ
ci fe rum, an te lu
œ œ Œ
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Œ ‰ œ œ œ
‰ œ œ œ œ
.Jœ Rœ œ Œ
ci fe rum,
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œ œ
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Œ ‰ Jœ Jœb Jœ
[an te lu
∑
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œ œ œn œ# œ œ
ge
∑
œ œ œ œ
œ œ œ œ
Jœ Jœn .œ# Jœ
nu i
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Œ ‰ œ œ œ
œ# œ ‰
œ œ# œ
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Œ ‰ Jœ Jœ Jœ
in me di
Œ ‰ Jœ Jœ# Jœ
in me di












œ ‰ œ œ œ
œ# œn œ œ œ œ œ œ
œ# œn œ œ œ œ œ œ
œ ‰ Jœ Jœ Jœ
o in i mi
.˙
œ ‰ Jœ Jœ Jœ
o in i miœ# ‰ Jœ Jœ Jœ
o in i mi
œ# œn œ œ œ œ œ œ
6 # 5
œ ‰ œ œ œ
œ# œn œ œ œ œ œ œ
œ# œn œ œ œ œ œ œ
œ ‰ œ œ œ
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.˙
œ ‰ œ œ œ
coœ# ‰ œ œ œ
co
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- - - - - -
- - - - - - -
- - - - - -
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œ œ Œ
‰ œ œ œ œ œ œ œ œ œ œ











Œ ‰ œ œ œ
œ# œ ‰ œ œ œ
œ# œ ‰ œ œ œ
Œ ‰ Jœ Jœ Jœ
in me [di




Œ ‰ Jœ Jœ# Jœ
in me [di
Œ ‰ œ œ# œ
5 6
œ ‰ œ œ œ
œ# œ œ œ œ œ œ œ
œ# ‰ œ œ œ
œ ‰ Jœ Jœ Jœ
o] in i mi
œ ‰ jœ jœ jœ
o] in i mi
.˙
œ# ‰ Jœ Jœ Jœ
o] in i mi
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6 # 5
- - - - - - - -
- - - - - - -
- - - - - - -
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œ# œ œ œ œ œ œ œ
œ# ‰ œ œ œ
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œ œ œ œ# œ# œ œ
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œ œ œ Œ















91 Œ Œ ‰ Jœ
œ œ œ œ
jœ jœ# .jœ Rœn œ
vit Do mi nus
Œ Œ ‰ Jœ
œ œ# œ œ œn œ
Œ ‰ Jœ# œ
Œ Œ œ œn œ
et
œ œ œ œ
4 # - 6
∑
œ œ# œ# .œ œ œn
œn ‰ Jœ jœ# jœ




Œ ‰ œ œ œ
œn œ œ œ œ
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te bit,
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95 œ œ# œ Jœ œn œ
‰ œn œ œ œ# œ#
Œ Œ ‰ Jœn
non
∑
Œ Œ ‰ Jœ
œ œ# œ œ œn
Jœ Jœn œ œ
poe ni te bit,
Œ Œ ‰ Jœ#
6
3
œ œ œ œ œ
œ œn œ œ œ
Œ Œ ‰ jœ
[non




œ œ œ œ œ
œ œ œ œ œ
Jœb jœ Jœ jœ œ
poe ni te bit] e
∑











œ œ œ œ œ œ
œ# œ œ œ œ œ
œ Œ Œ












jœn œn Jœ œ# œ
œ# ‰ Jœ Jœn jœ
es, tu es sa
∑
œn œ œ# œ œ#œn œ œ# œ œ#
jœ# jœ Jœn jœ œ
cer dos in ae ter
∑
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Œ ‰ œ œ œ
œ# œ ‰ œ œ œ
œ# œ ‰ œ œ œ
Œ ‰ Jœ Jœ Jœ
[in me di
Œ ‰ jœ Jœn jœ
[in me di.˙
na]
Œ ‰ Jœ Jœ# Jœ
in me di












œn ‰ œ œ œ
œ# œ# œ œ œ œ œ œ
œ# œ# œ œ œ œ œ œ
œn ‰ Jœ Jœ Jœ
o in i mi
œ ‰ jœ Jœn jœ
o] in i mi.˙
œ# ‰ Jœ Jœ Jœ
o in i mi
œ# œ# œ œ œ œ œ œ
6 #
- - - - -
- - - - -
- -
- - - - -
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œ# œ# œ œ œ œ œ œ
œn ‰ œ œ œ
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œ ‰ œ œn œ
co
.˙
œ# ‰ œ œ œ
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œ# œ# œ œ œ œ œ œ
6 #
œn œ œ
œ# œ# œ œ œ œ œ œ
œ# œ# œ œ œ œ œ œ
œn œ œ
rum tu
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œ œ œ œ œ














jœ œ Jœ œ# œ
∑
œ# ‰ Jœ Jœ Jœ
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Jœ# Jœ Jœ jœ œ

















Œ ‰ œ œ œ
œ# œ ‰ œ œ œ
Œ ‰ œ œ# œ




Œ ‰ Jœ Jœ Jœ
[in me di
Œ ‰ Jœ Jœ# Jœ
in me di












œ ‰ œ œ œ
œ# œn œ œ œ œ œ œ
œ# œn œ œ œ œ œ œ
œ ‰ Jœ Jœ Jœ
o in i mi
.˙
œ ‰ Jœ Jœ Jœ
o] in i miœ# ‰ Jœ Jœ Jœ
o in i mi
œ# œn œ œ œ œ œ œ
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- - - - - - - -
- - - - - -
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œ ‰ œ œ œ
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.˙
œ ‰ œ œ œ
coœ# ‰ œ œ œ
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œ# œn œ œ œ œ œ œ
6 #
œ œ œ
œ# œn œ œ œ œ œ œ
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3
6 #
œ œ œ œ œ œ
Œ ‰ œ Jœ
ex al
œ œ œ œ œ œ
6
œ Œ œ
Jœ œ œ œ œ œ œ œ
taœ Œ œ
6








25 œ œ œ ‰ Jœ
œ œ ˙
bit,œ œ œ ‰ Jœ
#
œ œ œ œ œ œ œ œ œ œ œ œ
∑




œ œ œ œ œ œ œ œ œ
Œ ‰ œ Jœ
ex al
œ œ œ œ œ œ œ œ œ
# 6
œ Œ œ












œ œ œ ‰ jœ
œ œ ˙
ca put,
œ œ œ ‰ Jœ
#
œ œ œ œ œ œ œ œ œ œ œ œ
∑
œ œ œ œ œ œ œ œ œ œ œ œ
5 5 6
Jœ œ jœ œ
‰ Jœ Jœ Rœ Rœ jœ jœ
prop ter e a ex al
Jœ œ Jœ œ
# 6 #
œ œ œ œ œ œ œ œ œ œ œ œ
˙ œ
ta
œ œ œ œ œ œ œ œ œ œ œ œ
2
F 6








œ œ œ œ œ
œ œ œ œ œ œ œ
œ œn œ œ
œ œ œ œ œ





œ ‰ œ œ œ
œ .œ œ œ
œ ‰ œ œ œ
4 5
3
œ œ œ œ œ œ œ œ œ œ œ œ
.˙
œ œ œ œ œ œ œ œ œ œ œ œ
6 - -
˙# œ
œ œ œ œ
˙# œ
7 6


















œ œ œ œ œ œ œ œ œ œ œ œ
œ Œ œ
6 5







40 œ Œ œ










œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ








œ œ œ œ œ œ œ œ œ œ
jœ jœ ˙
bit ca





œ ‰ œ œ œ
œ Œ Œ
put.œ ‰ œ œ œ
5
[Rip.]
œ œ œ œ œ œ œ œ œ œ œ œ
∑











œ ‰ œ œ œ œ œ œ
∑
œ ‰ œ œ œ œ œ œ
6
œ œ œ œ œ œ œ œ œ œ
Œ Œ œ
Gloœ œ
œ œ œ œ œ œ œ œ
œ œ œn




















50 œ œ œ œ œ œ œ œ œ# œ œ œ
Œ Œ œ


























œ# œ œ œ# œ œ œ œ# œ œ œ œ
∑





Œ .Jœ# Rœ Jœ Jœ







œ œ œ œ# Jœ Jœ#













œ œ œ œ œ œ œ œ œ œ œ œ
jœ# œ# œ œ œ
Sanc
œ œ œ œ œ œ œ œ œ œ œ œ
#
G
œ œ œ Œ
œ œ# .œ# Jœ




‰ Jœ œ œ œ œ œ œ œ œ
œ Œ Œ
to,












œ# œ œ œ# œ œ
Œ Œ œ
glo




œ œ œ Jœn œ œ
œ# Œ œ
6
‰ jœ œ œ œ œn œ œ œ œ
.˙














œ œ œ œ œ œ œ œ œ œ œ œ
.˙
œ œ œ œ œ œ œ œ œ œ œ œ
6
œ Œ œ
œ œ œ# œ œ œ œ œ œ œ
œ Œ œ
5 6
‰ jœ œ œ œ œ œ œ œ œ
.˙
















œ œ œ œ œ œ œ œ œ œ œ œ
.˙
œ œ œ œ œ œ œ œ œ œ œ œ
6
œ Œ œ
œ œ œ œ œ œ œ œ œ œ
œ Œ œ
5 6
œ œ œ œ œ œ œ œ œ œ œ# œ
.˙
œ œ œ œ œ œ œ œ œ œ œ# œ
´
œ# Œ œ#
œ œ œ œ œ œ œ
œ# Œ œ#
6 6




















œ œ ‰ jœ
œ œ# .œ# Jœ
glo riœ œ ‰ jœ
# # #
œ œ œ œ œ œ# œ œ œ œ œ œ
.˙
a,
œ œ œ œ œ œ# œ œ œ œ œ œ
5 5 6







73 œ Œ œ œ œ œ
œ œ œ# œ




œ ‰ jœ# œ œ œ œ
œ œn œ œ




œ ‰ jœ œ œ œ œ
œ œ œ œ
œ ‰ Jœ œ œ œ œ
7 6
œ ‰ jœ œ
œ œ œ# œ





















œ œ œ œ œ œ œ œ œ œ
œ Œ Œ
a,





œ# œ ‰ J
œ œ œ œ œ
‰ Jœ .jœ rœ .jœ rœ
et Spi ri tu i
œ# œ ‰ J
œ œ œ œ œ
6 6
œ œ œ œ œ œ œ œ œ œ œ œ
˙# œ






















œ ‰ œ œ œ
.˙
a.
œ ‰ œ œ œ
5
[Rip.]
Andante œ œ œ# œ œ œ œ œ œ œ œ œ
∑
œ œ œ# œ œ œ œ œ œ œ œ œ
6
œ# ‰ œ œ œ
∑









85 œ œ œ# œ œ œ œ œ œ œ œ œ
∑
œ œ œ# œ œ œ œ œ œ œ œ œ
6
œ ‰ œ œ œ œ œ œ
∑





œ œ œ œ œ œ œ œ œ œ
∑



























œ œ œ œ œ œ œ
œ œ ‰ œ œ# œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ œ
Jœ Jœ Jœ Jœ œ œ œ
Si cut, [si cut] e rat,jœ jœ jœ jœ œ œ
[Si cut, si cut e rat,]
Jœ Jœ Jœ Jœ œ œ œ
[Si cut, si cut e rat,]
Jœ Jœ Jœ Jœ œ œ
Si cut, si cut e rat,































 œ œ œ œ
 œ œ ‰ œ œ#
 œ# œ œ œ
 œ œ œ œ
 Jœ Jœ Jœ jœ
[si cut, si cut
 jœ# jœ jœ jœ
[si cut, si cut
 Jœ Jœ Jœ Jœ
[si cut, si cut
 Jœ Jœ Jœ Jœ
[si cut, si cut
œ œ œ œ œ œ .œ œ œ
#
œ# œ# œ 
œ œ œ# œ œ ‰ Jœ
œ œ 
œ œ 
œ# œ# œ 
e rat,]
œ œ 
e rat,]œ œ 
e rat,]œ œ 
e rat,]
Œ ‰ Jœ œ œ œ œ œ œ
# - 6
∑







œ# œ œ œ œ œ œ œ œ














6 œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Œ .œ œ œ œ œ œ# œ#
 Œ œ œ
Jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
si cut e rat in prin ci pi
Œ .jœ rœ jœ jœ jœ œ# œ#
[si cut e rat in prin
 Œ Jœ Jœ
[si cut
∑
œ# œ œ œ œ œ
6 5 5 5 5
4 #
œ œ œ œ œ œ
œ œ œ œ œ œ
.œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Jœ jœ jœ jœ œ œ
o, et nunc, et sem
.jœ rœ jœ jœ jœ jœ œ
ci pi o,] et nunc, et sem
Jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
e rat in prin ci pi o, et
Jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
si cut e rat in prin ci pi
œ œ œ œ œ œ œ œ
6 5 6
- - - - - -
- - - - - -
- - - - -










8 œ œ œ œ ˙
œ œ œ œ ˙
œ ˙ œ#
œ œ œ œ œ œ œ
œ œ œ œ ˙
œ ˙ œ#
jœ Jœ œ œ œ œ œ
nunc, et] sem
Jœ Jœ Jœ Jœ ˙
o, et nunc, et sem
œ œ œ œ ˙

























œ œ ‰ œ œ# œ œ œ œ
œ œ œ œ œ œ œ
˙ ˙
ejœ jœ jœ jœ œ œ œ
si cut, [si cut e rat,]
Jœ Jœ Jœ Jœ œ œ œ
[si cut, si cut e rat,]
Jœ Jœ Jœ Jœ œ œ
si cut, [si cut] e rat,
œ Œ œ ‰ œ œ#
- - - - -
- - - - - -
- - - -












œ œ œ œ œ
œ œ ‰ œ œ#
‰ œ œ# œ œ œ œ œ œ
˙ ˙
rat
‰ Rœ rœ jœ Jœ Jœ jœ ‰ rœ rœ#
si cut, [si cut] e rat, si cut
‰ rœ rœ# jœ jœ Jœ jœ Jœ Jœ
si cut e rat, e rat in prin
 ‰ Rœ Rœ# Jœ Jœ
si cut e rat,




œ œ œ œ œ .œ œ# œ œ
.œ œ œ 
˙ ˙
injœ jœ Jœ œ œ .jœ rœ# jœ jœ
e rat in princi pi o, et.Jœ Rœ œ 
ci pio,
Jœ Jœ Jœ Jœ .Jœ Rœ œ
e rat in prin ci pi o,





œ œ .œ Jœ
œ œ .œ Jœ
œ œ œ# œ œ œ œ œ œ
 Œ ‰ Jœ
œ œ .œ Jœ
prin ci pijœ jœ œ# œ œ œ œ œ œ
nunc, et sem
 Œ ‰ Jœ
et
∑
œ œ# œ œ œ œ œ œ œ Jœ




- - - - -
- - - - - - - - -
- - - - - -













œ# œ œ œ œ œ œ
œ œ œ œ œ œ œ# œ œ
˙ ˙
o, et
jœ# jœ œ jœ œ œ œ
per, et nunc, et sem
Jœ œ œ œ œ œ œ# œ œ
nunc, et sem per,
 Œ ‰ Jœ
et
œ œ œ œ œ œ œ# œ œ




œ œ œ# œ œ Œ
‰ jœ œ œ œ œ œ# œ œ
˙ ˙
nunc, et
œ œ œ# œ œ Œ
[per,]
‰ jœ Jœ œ œ œ œ# œ œ
et nunc, et sem
Jœ Jœ œ œ œ Jœ# Jœ Œ
nunc, et sem per,







œ œ œ œn œ œ œ œ
œ œ œ œ œ
w
semjœ jœ jœ jœn œ œ jœ jœ
si cut, [si cut] e rat in
œ œ œ œ œ
per, et
Jœ Jœ Jœ Jœ œ œ
si cut, [si cut] e rat,
œ ‰ œ œ œ œ œ œ
5 6
- -
- - - -
- -













œ œ .œ œ œ ‰ œ œ#
œ œ .œ jœ œ
˙ ˙
per, etjœ jœ .jœ rœ œ ‰ rœ rœ#
prin ci pi o in prin
Jœ Jœ .œ Jœ œ
in sae cu la,
Jœ Jœ Jœ Jœ .Jœ Rœ œ
e rat in prin ci pi o,
œ ‰ œ œ# œ œ œ œ
œ ˙ œ
œ ˙ œ
œ œ œ œ œ œ œ œ
‰ œ œ œ œ# œ œ œ œ
œ ˙ œ
in saejœ jœ Jœ jœ jœ Jœ Jœ jœ
ci pi o et nunc et sem per,
‰ Rœ rœ jœ jœ# Jœ Jœ Jœ jœ
sae cu lo rum,[sae cu lo rum,]
‰ Rœ Rœ# Jœ Jœ Jœ Jœ Jœ Jœ
in prin ci pi o, et nunc, et
œ œ œ# œ œ œ œ œ œ
œ œ ˙
œ œ ˙
œ œ œ# œ œ œ œ œ
œ# œ œ œ œ œ œ œ œ
œ œ ˙
cu lajœ jœ jœ# rœ rœ jœ jœ œ
et in sae cu la sae cu lo
œ# œ jœ Jœ œ œ œ œ œ
a men, aœ œ Œ ‰ Jœ
sem per, a





- - - - - - - - - - - -
- - - - - - - - - -




















œ# œ œ œ œ œ œ jœ J
œ
men, a





œ œ œ œ œ œ
œ œ# œ œ œ œ œ œ œ
˙ ˙
cu
œ œ œ œ œ œ
jœ jœ# œ œ œ œ œ œ œ
aœ œ œ œ œ œ# œ œ œ












œ œ œ .œ Jœ œ
men, a
œ .œ œ œ œ
œ œ œ œ œ œ œ œ œ
5 6 5
- - - - - -
- - - - - -
- - - - - - - -











































œ œ œ œ# œ œ œ œ# œ
˙ 
.˙ ‰ Jœ




˙ Œ ‰ Jœ
men, a
˙ Œ ‰ Jœ
5
- -
- - - - - - - -











27 œ œ œ ˙ œ œ
œ œ œ ˙ œ œ
œ œ œ# Œ ‰ Jœ
‰ œ œ# œ ˙
œ œ œ ˙ jœ Jœ
men, a
œ œ œ# Œ ‰ Jœ
men, a
‰ œ œ# œ ˙
aœ œ œ# œ œ# œ œ
œ œ œ# œ œ# œ œ
6 5 ´ 6
5
#
œ# œ œ# œ œ œ œ œ# œ
œ# œ œ# œ œ œ œ œ# œ
œ œ œ# œ œ œ œ œ ‰ œ
.˙ œ
œ# œ œ# œ œ œ œ œ# œ
men,













‰ œ œ œ# œ œ œ œ
‰ œ œ œ# œ œ œ œ
œ œ Œ ‰ œ# œ œ#
‰ œ œ# œ# œ œ œ œ
‰ œ œ œ# œ œ œ œ
ajœ jœ Œ ‰ œ# œ œ#
men, a
‰ œ œ# œ# œ œ œ œ
aœ œ .œ Jœ
in sae cu
œ œ .œ Jœ
tasto solo
- - - - - -
- - - -
- - - - -










30 œ œ œ ˙
œ œ œ ˙
œ# .œ œ ˙
œ# ˙ œ







œ ‰ œ œ# œ œ œ œ
œ ‰ œ œ# œ œ œ œ
















œ œ œ# œ œ œ œ# œ œ œ œ
œ œ œ# œ œ œ œ# œ œ œ œ
œ œ œ# œ œ œ œ# œ œ œ œ
œ œ .œ Jœ
in sae cu





- - - -













œ# œ œ œ œ œ œ#
.œ œ œ Œ ‰ Jœ#
.œ œ œ ‰ œ œ œ#
.œ œ œ 
jœ# œ œ œ œ jœ Jœ#
la, a men, a








œ œ# œ œ# œ
œ œ# œ œ# œ
œ œ# œ œ œ œ# œ œ œ
Œ ‰ jœ œ œ# œ œ œ
œ œ# œ œ# œ
men,
œ œ# jœ jœ œ œ# œ œ œ
men, a
.œ Jœ jœ jœ# œ œ œ







‰ œ œ# œ# œ œ œ
‰ œ œ# œ# œ œ œ
œ# œ œ œ# œ œ œ
œ# œ ˙ œ
‰ œ œ# œ# œ œ œ
a
jœ# œ œ œ# œ œ œ
men, a












- - - - -










36 œ# œ ˙ œn
œ# œ ˙ œn
œ# œ œ ‰ Jœ
œ œ ˙
œ# œ ˙ œn
men,















œ œ œ œ œ œ
œ œ œ œ œ œ
œ# œ .œ Jœ œ
œ ˙ œ
Jœ œ œ œ œ œ
a















œ ‰ Jœ œ# œ œ
œ ‰ Jœ œ# œ œ
œ .œ Jœ œ œ
.œ Jœ œ ‰ Jœ
œ ‰ œ œ# œ œ
men, a
œ .œ œ œ œ
men, a.œ Jœ œ ‰ Jœ
sae cu la, a.œ Jœ œ œ
sae cu la sae







- - - - - -
- - - - -
- - - - -










39 œ# ˙ œn
œ# ˙ œn
œ œ œ ‰ Jœ
œ œ# .œ jœ œ
œ# ˙ œn
men, a men,
œ œ œ ‰ jœ
men, aœ œ# .œ jœ œ
men, [aœ œ ˙
cu lo









œ œ œ œ œ œ
œ œ œ œ œ œ
œ# œ .œ Jœ œ
œ ˙ œ
Jœ œ œ œ œ œ
a















œ ‰ jœ œ œ œ
œ ‰ jœ œ œ œ
œ .œn Jœ œ œ
.œ Jœ œ ‰ Jœ
œ ‰ œ œ œ œ
[men,] a
œ .œn œ œ œ
men, a.œ Jœ œ ‰ Jœ
sae cu la, a.œ Jœ œ œ
sae cu la sae







- - - -
- - - - -
- - - - - -










42 œ ˙ œ
œ ˙ œ
œ œ ˙




œ œ œ ˙
œ œ ˙#
cu lo











œ œ œ œ œ# œ
œ œ œ œ œ# œ
œ œ œ œ œ
œ ˙ œ
Jœ œ œ œ œ# œ
a
œ œ œ œ œ
men, a
œ ˙ œ
men, aœ œ ˙
rum, a

























- - - -
- - - - - -
- - - -




















œ œ œ œ œ œ œ# œ œ
6
 ˙





˙ jœ jœ œ#
sae cu la




œ œ œ œ œ œ .œ œ œ
6 4 #
œ œ œ œ œ œ œ
 Œ ‰ Jœ
∑
∑
œ œ œ œ œ œ œ
cu lo







- - - - -











48 œ œ œ œ œ ‰ Jœ
œ œ ‰ Jœ œ œ ‰ Jœ
 ‰ œ œ œ
‰ œ œ œ œ œ œ œ# œ
œ Jœ œ œ Jœ ‰ Jœ
rum, a men, a
œ œ# œ ‰ œ œ œ
rum, a











œ œ# œ œ ‰ Jœ
œ œ# œ œ ‰ Jœ
œ# œ œ .œ œ# ˙
œ Œ ‰ œ œ œ#
œ œ# œ œ ‰ Jœ
men, a
œ# œ œ .œ œ# ˙
œ Œ ‰ œ œ œ#
men, a
‰ œ œ œ œ œ œ œ# œ
a





.œ œ œ œ œ œ œ
.œ œ œ œ œ œ œ
œ œ œ œ œ# œ œ
jœ œ œ Jœ œ
.œ œ œ œ œ œ œ
men,
jœ œ œ œ jœ# jœ œ
men, a men, ajœ œ œ Jœ œ
men, aœ œ œ œ ˙




- - - -
- - - - - - -
- - - - - -










51 ˙ œ Œ
˙ œ ‰ Jœ
œ œ# œ ‰ Jœ
œ œ œ œ Œ
˙ œ Œ
a men,
œ œ# œ Œ











 ‰ œ œ œ#
œ œ œ# œ œ œ œ œ
œ œ œ œ œ œ œ œ
‰ œ œ œ# œ œ
 ‰ œ œ œ#
a
‰ œ œ jœ ‰ œ œ œ
a men, a
‰ œ œ œ# œ œ










- - - -
- - - - -










53 œ œ œ œ# œ œ
œ œ œ œ# œ œ
œ œ œ œ œ
Œ ‰ jœ œ œ œ œ œ
œ œ œ œ# œ œ
œ œ œ œ œ












œ œ# œ ˙
œ œ# œ ˙
.œ Jœ ˙
˙ ˙
















- - - - - -
- - - - - -
- - - - -
- - - -
420
APPENDIX B 
































Œ œ œ ‰ J
œ
Œ œ œ ‰ J
œ




















œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ





œ œ œ œ œ œ œ
œ
6 6 -
Dixit Dominus in C
Jan Dismas Zelenka
1679-1745











4 œ œ œ œ œ œ
œ œ œ œ œ œ





œ œ œ œ œ œ œ œ
5 - 6 6
œ œ œ œ œ œ œ ‰ J
œ
œ œ œ œ œ œ œ ‰ J
œ





 Jœ Jœ Jœ Jœ
Dix it, [dix it]
 œ œ
Dix it,













œ œ œ œ œ œ œ œ œ œ
Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ Jœ Jœ
Do mi nus Do mi no me o: Se de,
Jœ Rœ Rœ jœ rœ rœ Jœ Jœ Jœ Jœ
Do mi nus Do mi no me o:] Se de,
jœ rœ rœ jœ rœ rœ jœ jœ jœ jœ
Do mi nus Do mi no me o: Se de,
 Œ Jœ Jœ
dix it




- - - - - - -
- - - - - - -










7 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ Œ Œ œ œ
˙ ˙
se de




Jœ Rœ Rœ jœ Rœ Rœ Jœ Jœ
œ
Do mi nus Do mi no me o: Se
œ œ œ œ œ œ œ
œ
6 6 -
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
˙ .œ Jœ
a dex tris
jœ jœ jœ jœ œ jœ jœ
de a dex tris me is, a
‰ Jœ Jœ Jœ Jœ jœ ‰ Jœ
se de a dex tris, a
Jœ Jœ ˙ Jœ Jœ
de, [se de] a
œ œ œ œ œ œ œ œ
5 - 6 5 - 6
œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ œ Œ
œ œ .œ œ œ Œ
œ œ œ jœ jœ
me is, do nec
jœ jœ œ œ Œ
dex tris me is,
Jœ Jœ œ œ Œ
dex tris me is,
Jœ Jœ œ œ Œ
dex tris me is,




- - - -
- - - - - -
- - - - - - -













Jœ œ œ Jœ Jœ œ œ





œ œ œ# œ œ œ œ œ
5 # 5 - 6
[Solo]
Œ ‰ jœ# œ œ œ œ
Œ ‰ jœ# œ œ œ œ
∑




œ œ œ œ
bel lum pe dum,
œ œ œ# œ œ œ Œ
6 6
œ œ œ# œ œ œ Œ
œ œ œ# œ œ œ Œ
∑
œ œ œ jœ jœ
bel lum pe dum, sca
∑
∑
 ‰ Jœ Jœ# J
œ
sca bel lum









œ œ Jœ# J
œ œ œ œ œ œ
pe dum tu o
œ œ œ# œ œ œ œ œ
- - - - - - - - - - -

















œ# œ œ œ











œ œ# œ œ œ Œ
rum.
∑












Jœ Jœ œ Jœ Jœ Jœ jœ
tu tis tu ae e mit tet
∑







.jœ rœ Jœ Jœ# œ œ
Do mi nus ex Si on:
∑














18 œ œ œ œ œ œ




Œ jœ jœ œ œ
do mi na re,
∑
œ œ œ# œ œ œ œ œ
5 -
Œ œ œ œ œ œ




 Jœ Jœ œ
do mi na
∑
œ# œ œ œ œ œ œ œ






Jœ Jœ .Jœ Rœ œ ‰ Jœ
re in me di o in
∑











œ œ œ œ œ
6 6 6 6
















œ œ œ œ Jœ Jœ
rum tu
∑







œ jœ# Jœ .Jœ Rœ jœ jœ
cum prin ci pi um in
œ œ œ œ Œ
o rum.
∑






 œ œ œ
∑
∑
jœ rœ rœ jœ jœ œ œ
di e vir tu tis tu ae,
∑
∑
œ œ œ œ œ œ
§ 7 5 - 6
- - - - - - - -














Œ jœ jœ .jœ rœ jœ# jœ
in splen do ri bus sanc
∑
∑
œ œ œ œ œ œ œ œ#
5 - 6 7 #
œ œ œ 
œ œ œ 
∑
∑
œ jœ jœ# .œ rœ rœ
to rum: ex u te ro
∑
∑
œ œ œ# œ œ œ œ œ
5 - 6 5 -
∑
 ‰ Jœ# œ œ
∑
∑
œ# jœ jœ .jœ# rœ œ
an te lu ci fe rum
∑
∑
œ œ# œ œ œ œ œ œ
































 ≈ œ œ œ œ# œ œ œ
œ œ# œ# œ œ œ œ œ# œ
œ œ
 ‰ œ œ# œ
 ‰ Jœ œ
Ju ra
œ jœ jœ# jœ jœ œ
ge nu i te. Ju ra
 ‰ Jœ œ#
[Ju ra
 ‰ Jœ œ
Ju ra
œ œ œ œ œ œ œ










œ œ Œ Œ
œ
œ
œ œ Œ Œ
œ
œ
œ œ Œ ‰ œ œ œ
œ ‰ Jœ Jœ Jœ .Jœ Rœ
vit, [ju ra vit] Do mi
œ Œ ‰ jœ jœ jœ
vit, [ju ra vit
œ Œ ‰ Jœ Jœ Jœ
vit, ju ra vit
œ Œ ‰ Jœ Jœ Jœ
vit, ju ra vit
œ Œ ‰ œ œ œ
6
- - - - - -
- - - - - - - -
- - - -









31 Œ œ œ Œ œn œ
Œ œ œ Œ
œn
œ
œ œ œ œ œ œ œ
jœ jœ œ Jœ Jœ œ
nus, et non poe ni te
.jœ rœ jœ# jœ œ jœ jœ
Do mi nus, et non poe ni
.Jœ Rœ Jœ Jœ œ Jœ Jœ
Do mi nus, et non poe ni
.Jœ# Rœ Jœ Jœ œ Jœ Jœ
Do mi nus, et non poe ni
.œ# œ œ œ œ œ
7 6 # § 6
Œ ‰ Jœ œ# œ# œ# œ
Œ ‰ Jœ œ# œ# œ# œ
œ# œ ˙ œ
œ œ ˙#
bit e
œ# œ œ ˙#
te bit e







œ œ Œ œ œ Œ
œ œ Œ
œ œ Œ
œ ‰ Jœ œ œ œ# œ
œ Œ ‰ Jœn Jœ Jœ
um: Tu es sa
œ# Œ ‰ jœ jœ jœ
um: Tu es sa
œ ‰ Jœ Jœ Jœ Jœ# Jœ
[um:] Tu es sa cer dos
jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
um: Tu es sa cer dos in ae
œ œ œ œ œ œ œ œ
2 ´tasto solo
- - - - -
- - - - - - -
- - - - - - - -









34 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ ˙
Jœn Jœ Jœ Jœ œ œ
cer dos in ae ter num
jœ jœ jœ jœ œ œ#
cer dos in ae ter num
Jœ jœ œ ˙
in ae ter num













œ œ œ ‰
œ œ œ
œ œ œ ‰
œ œ œ
Œ ‰ Jœ œ œ# œ œ
Œ ‰ Jœ jœ# Jœ jœ Jœ
se cun dum or di
Œ ‰ jœ# jœ jœ Jœ Jœ
se cun dum or di
Œ ‰ Jœ Jœ jœ# Jœ Jœ
[se cun dum or di
Jœ Jœ œ# ‰ Jœ Jœ Jœ
or di nem, [se cun dum
œ œ œ# œ ‰ œ œ œ
5 - 6 # 6
œ# œ œ œ Œ ≈ œ œ œ
œ# œ œ œ Œ ≈ œ œ œ
œ œ œ œ#
œ# ˙ .Jœ Rœ
nem Mel chi se
œ ˙ .jœ rœ
nem Mel chi se
œ ˙ .jœ# rœ
nem Mel chi se
Jœ Jœ Jœ Jœ .œ Jœ
or di nem] Mel chi se




- - - - - - - - - -
- - - - - - - - -
- - - - - - - -














œ ŒU Œ .Jœ Rœ
dech. Do mi
œ ŒU Œ .jœ rœ
dech. Do mi










œ ‰ Jœ Jœ Jœ œ
nus a dex tris tu
œ ‰ jœ jœ jœ œ
nus a dex tris tu
œ ‰ Jœ Jœ Jœ œ
nus a dex tris tuœ ‰ Jœ Jœ Jœ œ
nus a dex tris tu
œ ‰ Jœ œ œ œ
6
œ œ œ œ œ œ
œ œ œ œ œ œ
Œ ‰ Jœ œ ‰ Jœ




œ ‰ Jœ œ ‰ Jœ
is, con fre
jœ Jœ œ œ œ œ œ œ
is, con fre
œ œ œ œ œ œ œ œ
5 - 6 6
- - - - - -
- - - - -
- - - - - -










40 œ œ œ œ Œ œ œ
œ œ œ œ Œ œ œ
œ œ Œ ‰ Jœ# œ
Jœ Jœ Œ ‰ Jœ œ
git, con fre
œ Œ œ œ
git, con fre
Jœ Jœ Œ ‰ Jœ# œ
git, con fre
œ ‰ Jœ œ# œ œ œ
git, con fre
œ œ œ œ œ# œ œ œ
6 6 5
œ œ œ œ œ œ
œ œ œ œ œ œ
‰ œ# œ œ Œ ‰ Jœ
‰ œ œ Jœ ‰ Jœ Jœ Jœ
git in di e
œ œ Œ ‰ jœ
git in
‰ œ# œ Jœ Œ ‰ Jœ
git in
œ# œ œ œ œ ‰ Jœ
git in
œ# œ œ œ œ œ ‰ Jœ
6 6 #
œ œ ‰ Jœ œ# œ œ œ œ œ œ œ
œ œ ‰ Jœ œ# œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
Jœ Jœ Jœ Jœ œ# œ
i rae su ae, i rae
jœ jœ .œ jœ œ
di e i rae su
Jœ Jœ Jœ Jœ œ œ
di e i rae su ae]
Jœb Jœ Jœ Jœ œ œ
di e i rae su ae





- - - - - - -
- - - - -
- - - - - -









43 œ œ œ œ œ œ œ œ œ œ œ œ .œ œ




œ jœ jœ jœ jœ œ










œ œ Œ œ œ œ œ œ œ œ








œ Œ Œ Jœ Jœ
ges. Ju di





œ œ œ 





œ œ ‰ Jœ Jœb Jœ
ca bit in na ti
œ œ œ œ œ# œ œ œn




















.œ Jœ œ# Œ
o ni bus,
œb œb œ œ œ# œ
7 6 # 6
œ œ Œ œ œ Œ





Œ œ œ Jœ Jœ
im ple bit ru
œ œ œ# œ œ œ œ œ
5 - 6 6
œ œ œ 








œ œ œ# œ œ œ œ# œ
6 6









49 œb œ Œ œ œ Œ





œ Jœ Jœ œ œ
ple bit ru i nas,
œ œ œ# œ œ œ œ œ
!
5 6 ! 6
œb œ œ 





Œ Jœ Jœ Jœb Jœ .Jœ Rœ
con quas sa bit ca pi








Jœ Jœ œb œ œ Jœ Jœ
ta in ter ra mul
œ œ œ œb œ œ œb œ
5 N 5 6
piano 
un poco
















œ œ œ œ œ œ œ œ œb œ
to









jœ œ jœ œ œ œ
∑
 Œ Jœ Jœ
De tor
 Œ jœ jœ
[De tor
∑
œ œ œ œ Œ
rum.













œ œ ‰ Jœ jœ œb œ
ren te in vi a
œb œ ‰ jœ jœ œ œ
ren te in vi a
∑
∑

















œ Jœ jœ Jœb Rœ Rœ Jœ Jœ
bi bet, prop ter e a ex al




œb œb œ œ œ œ
N 6
 œ œ œ
 œ œ œ
∑
jœ jœ Œ .œ Jœb
ta bit, ex al
jœ rœ rœ jœ jœ jœ jœ Œ
ter e a ex al ta bit
∑
∑
œ œ œ œ œ œ œ œ
5 - 6 6
Œ œb œ œ Œ
Œ œb œ œ Œ
∑
œ œb œ .œ Jœ
[ta]




œ# œ œ œ œ œ œ œ
6 ! 6 5
§
- - - - - - - - -










58 Œ œ œ œ œ œ
Œ œ œ œ œ œ
∑
œn œ œ .œ Jœ
œ œn .œ jœ œ œ
∑
∑
œ# œ œ œ œ œ œ œ




œ œ œ œ œ œ œ œ œ















œ# œ œ œ œ œ œ
bit ca














- - - - - - -

















.œ Rœ Rœ œ Jœ Jœ
Glo ri a Pa tri, et.œ Rœ Rœ œ Jœ Jœ
Glo ri a Pa tri, et










.œ Jœ œ Jœ Jœ
Fi li o, et Spi
.œ Jœ œ# Œ
Fi li o,







.Jœ Rœ œ# œ œ œ
ri tu i Sanc
Œ Jœ Jœ .Jœ Rœ œ#
et Spi ri tu i
œ œ ‰ Jœ
œ œ ‰ jœ
# F
- - - - - -



























.Jœn rœ œ œ œ œ
ri tu i Sanc
Œ Jœ Jœ .Jœ Rœ œ
et Spi ri tu i
œ œ ‰ Jœ







œ œ œ œ œ œ œ
œ# ˙ œn
Sanc


























œ œ œ ˙
œ œ .œ œ œ œ
œ œ œ œ
7 4 3
Œ œ œ ‰ J
œ
Œ œ œ ‰ J
œ






œ œ Œ œ œ
[Rip.]
œ œ






















70 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ





œ œ œ œ œ œ œ
œ
6 6
œ œ œ œ œ œ
œ œ œ œ œ œ





œ œ œ œ œ œ œ œ
5 - 6 5 - 6
œ œ œ œ œ œ œ ‰ J
œ
œ œ œ œ œ œ œ ‰ J
œ





 Jœ Jœ Jœ Jœ
Si cut, si cut
 œ œ
Si cut,





























œ œ œ œ œ œ œ œ
Jœ Jœ Jœ Jœ .Jœ Rœ Jœ Jœ
e rat in prin ci pi o, et
jœ jœ jœ jœ .Jœ Rœ Jœ Jœ
e rat in prin ci pi o, et
jœ jœ jœ jœ .jœ rœ jœ jœ
e rat in prin ci pi o, et
 Œ Jœ Jœ
si cut




œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ Œ Œ
œ œ
Jœ Jœ œ œ œ
nunc, et sem per, et
Jœ Jœ œ œ jœ jœ
nunc, et sem per, et in
.œ Jœ œ œ
nunc, et sem per,
Jœ Jœ jœ Jœ .Jœ Rœ Jœ J
œ
e rat in prin ci pi o, et
œ œ œ œ œ œ œ
œ
6 6
- - - - -
- - - - -
- - - - -









75 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Jœ Rœ Rœ Jœ Jœ œ
in sae cu la sae cu lo
jœ rœ rœ jœ jœ jœ jœ œ
sae cu la sae cu lo rum.] A
Œ .œ Jœ .Jœ Rœ
et in sae cu
Jœ Jœ Jœ J
œ Jœ Jœ Jœ R
œ Rœ
nunc, et sem per, et in sae cu la
œ œ œ œ œ œ œ œ
5 - 6
œ œ œ œ œ ‰ Jœ
œ œ œ œ œ ‰ Jœ




œ Jœ Jœ ˙
la sae cu lo
Jœ# Jœ Jœ Jœ ˙
sae cu lo rum. A
œ# œ œ œ
5
6 4 #
- - - - - -
- - - - - - - - -
- - - - -









77 œ ‰ Jœ œ œ œ
œ ‰ Jœ œ œ
œ
œ œ œ# œ œ œ œ
œ Jœ Jœ Jœ Jœ Jœ Jœ
men. Si cut e rat in prin
œ jœ jœ jœ jœ jœ jœ
men. Si cut [e rat in prin
œ Jœ Jœ# Jœ Jœ Jœ jœ




œ œ# œ œ œ œ
5 6
B[Vc/Org]
œ# ‰ jœ œ œ œ œ œ œ œ œ
œ# ‰ jœ œ œ œ œ œ œ œ œ
.œ œ œ œ œ œ œ
.jœ rœ jœ jœ Jœ Jœ Jœ Jœ
ci pi o, et nunc, et sem per,
.jœ# rœ jœ jœ jœ jœ œ
ci pi o, et nunc, et sem
.Jœ Rœ Jœ Jœ Jœ Jœ œ
ci pi o, et nunc, et sem
Œ Jœ Jœ Jœ Jœ Jœ Jœ
Si cut e rat in prin
œ œ




- - - - - -
- - - - - -










79 œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ
œ Jœ Jœ œ œ
et nunc, et sem
œ jœ jœ jœ rœ rœ jœ jœ
per,] et in [sae cu la sae cu
œ œ Jœ Jœ œ
per, et nunc, et sem.Jœ Rœ Jœ Jœ Jœ Jœ# œ
ci pi o, et nunc, et sem
œ œ œ œ# œ
5 6 7
5
œ œ Œ œ œ œ
œ œ Œ œ œ œ
œ Œ Œ œ œ#
œ ˙ œ
per, si cut
œ œ# Jœ Jœ jœ jœ
lo rum,] si cut e rat





œ Jœ Jœ Jœ J
œ
per, et nunc, et sem per, et in
œ œ œ# œ œ œ œ œ
# 6 5 - 6
- -
- - - - - - -
- -










œ œ œ# œ œ œ œ
œ œ œ# œ œ œ œ
œ œ œ œ# .œ œ œ œ
˙ ˙
e rat
Jœ Jœ .jœ rœ Jœ Jœ Jœ Jœ
in prin ci pi o, et nunc, et
jœ Jœ Jœ jœ# .jœ rœ jœ jœ
e rat in prin ci pi o, et
Jœ Rœ Rœ Jœ# J
œ Jœ Jœ Œ
[sae cu la sae cu lo rum,
œ œ œ# œ œ œ œ œ
5 - 6 6
Œ œ œ œ œ œ
Œ œ œ œ œ œ
œ Œ œ œ œ œ
Œ ˙ œ
in prin
œ œ Œ jœ jœ
sem per, et in
œ Œ Jœ jœ jœ
jœ
nunc, nunc, et sem per,
‰ Jœ Jœ Jœ Jœ J
œ Jœ Jœ
et nunc, et sem per, et in
œ œ œ œ œ œ œ œ
6 5 - 6 [5]
- -
- - - -
- - - - -










œ œ œ œ œ œ
œ œ œ œ œ œ
œ
œ œ œ œ œ œ œ œ
.œ Jœ ˙
ci pi o
jœ rœ rœ jœ jœ jœ jœ œ
sae cu la sae cu lo rum, a
Jœ jœ jœ rœ rœ jœ jœ œ
et in sae cu la sae cu lo
Jœ R
œ Rœ jœ Jœ Jœ Jœ Œ
sae cu la sae cu lo rum,
œ œ œ œ œ œ œ œ
6 6
Œ œ œb œb œ œ
Œ œ œb œb œ œ
œb Œ œ œ œb œ
Œ ˙b œ
et nunc,
œ jœ jœ jœ rœ rœ jœ jœ
men, [et in sae cu la sae cu
œb Œ Jœb jœ jœb
jœ
rum, nunc, et sem per,
‰ Jœb Jœb Jœ Jœ J
œ Jœ Jœ
et nunc, et sem per, et in
œ œb œb œ œ œ œ œ
N B N B
- -
- - - - - - - - - -
- - - - -










œ œb œ œn œ œ œ
œ œb œb œ œn œ œ œ
œb œ .œ œ œn Œ
Jœ Jœb œ œ jœ jœ
et sem per, et in
jœ jœ œ jœ jœ jœ rœ rœ
lo rum, a men,] in sae cu la
Jœb jœ .jœ rœ œn Œ
et in sae cu la,
œ Jœb Jœ Jœn J
œ Jœ jœ
sae cu la sae cu lo rum,]
œ œb œb œ œn œ œ œ
N 5 6 5 -
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œn œ œ œ œ .œ œ
jœ rœ rœ jœ jœ jœ jœ jœ jœ
sae cu la sae cu lo rum, [et in
jœ jœ jœ jœ œ œ
sae cu lo rum, a
Jœ jœn jœ jœ Jœ jœ .jœ rœ
[nunc, et sem per, et in sae cu
‰ œ œ œ œ œ œ œ
a






- - - - - -
- - - - - - - -
- - - - -









87 œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ œ œ œ œ
œ ‰ jœ œ œ œ œ œ
Jœ Rœ Rœ Jœ Jœ Jœ Jœ œ
sae cu la sae cu lo rum,] a
œ œ ˙ œ œ
œ ‰ jœ jœ rœ rœ Jœ Jœ
la,] in sae cu la sae cu
œ ‰ Jœ Jœ Rœ Rœ Jœ Jœ
men, in sae cu la sae cu
œ ‰ Jœ œ œ
6 6 5
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ
w











œ œ œ œ œ œb œ œ
œ œ œ œ œ œb œ œ
œ œ œ œ œ œb œ œ
˙ ˙
men,
˙ œ œ œ œ
men, a









- - - - -
- - - - - - - -
- - - - - - -
- - -
- - - -










œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œb œ œ jœ jœ
et in sae cu la










œ œ œ œ œ œ
œ œ œ œ œ œ
œ Œ œ œb œ œ
jœ jœ jœ jœ ˙









‰ œ œ œ ˙
‰ œ œ œ ˙
.œ Jœ ˙
œ œ œ ˙
men.














- - - - - -






























Clarino 1 in C










œ œ œ Œ
œ œ œ Œ
Œ œ œ ‰ J
œ
Œ œ œ ‰ J
œ





œ œ Œ œ œ




‰ œ œ œ œ œ œ ‰














œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
5 6
œ ‰ Jœ .œ œ œ
œ ‰ Jœ ˙
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ





œ œ œ œ œ œ œ
œ
œ œ œ œ œ œ œ
œ
6 6
Dixit Dominus in C
Jan Dismas Zelenka
1679-1745
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4 ‰ œ œ œ œ œ œ œ œ
œ ‰ Jœ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ





œ œ œ œ œ œ œ œ




œ œ œ œ .œ œ œ œ
œ .œ œ œ œ
œ œ œ œ œ œ œ ‰ J
œ
œ œ œ œ œ œ œ ‰ J
œ





 Jœ Jœ Jœ Jœ
Dix it, [dix it]
 œ œ
Dix it,
œ œ œ œ œB
















œ œ œ œ .œ œ œ œ
Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ Jœ Jœ
Do mi nusDo mi no me o: Se de,
Jœ Rœ Rœ jœ rœ rœ Jœ Jœ Jœ Jœ
Do mi nusDo mi no me o: Se de,jœ rœ rœ jœ rœ rœ jœ jœ jœ jœ
Do mi nusDo mi no me o: Se de,
 Œ Jœ Jœ
dix it
œ œ œ œ œ œ
œ œ?





- - - - - - -
- - - - - - -














7 œ œ œ œ .œ œ œ
œ œ œ .œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
.˙ œ
˙ ˙




Jœ Rœ Rœ jœ Rœ Rœ Jœ Jœ
œ
Do mi nus Do mi no me o: Se
œ œ œ œ œ œ œ
œ
œ œ œ œ œ œ œ
œ
6 6
 ‰ œ œ œ
‰ œ œ œ œ ‰ Jœ
œ œ œ œ œ œ
œ œ œ œ œ œ
Œ œ œ œ œ œ
˙ .œ Jœ
a dex trisjœ jœ jœ jœ œ jœ jœ
dex tris, dex tris me is, a
‰ Jœ Jœ Jœ Jœ jœ ‰ Jœ
se de a dex tris, aJœ Jœ ˙ Jœ Jœ
de, se de a
œ œ œ œ œ œ œ œ




œ œ œ .œ œ œ Œ
.œ œ .œ œ œ Œ
œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ œ Œ
.œ œ .œ œ œ Œ
œ œ œ jœ jœ
me is, do necjœ jœ œ œ Œ
dex tris me is,
Jœ Jœ œ œ Œ
dex tris me is,
Jœ Jœ œ œ Œ
dex tris me is,
œ œ œ œ œ





- - - -
- - - - -
- - - - - - -




















Jœ œ œ Jœ Jœ œ œ





œ œ œ# œ œ œ œ œ




Œ ‰ jœ# œ œ œ œ
Œ ‰ jœ# œ œ œ œ
∑




œ œ œ œ
bel lum pe dum,
œ œ œ# œ œ œ Œ
œ œ œ# œ œ œ Œ
∑
∑
œ œ œ# œ œ œ Œ
œ œ œ# œ œ œ Œ
∑
œ œ œ jœ jœ
bel lum pe dum, sca
∑
∑
 ‰ Jœ Jœ# J
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sca bel lum
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rum.
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i mi co rum tu
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o rum.
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œ œ œ œ œ œ œ
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in splen do ri bus sanc
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∑
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œ jœ jœ# .œ rœ rœ
to rum: ex u te ro
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Ÿ
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Ju ra
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œ ‰ Jœ Jœ Jœ .Jœ Rœ
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œ Œ ‰ jœ jœ jœ
vit, ju ra vit
œ Œ ‰ Jœ Jœ Jœ
vit, ju ra vit
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vit, ju ra vit
œ Œ ‰ œ œ œ
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œ
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œ œ œ œ œ œ œ œ
jœ jœ œ Jœ Jœ œ
nus, et non poe ni te
.jœ rœ jœ# jœ œ jœ jœ
Do mi nus, et non poe ni.Jœ Rœ Jœ Jœ œ Jœ Jœ
Do mi nus, et non poe ni.Jœ# Rœ Jœ Jœ œ Jœ Jœ
Do mi nus, et non poe ni
œ# œ œ œ œ œ
œ# œ œ œ œ œ
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um: Tu es sa
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œ ‰ Jœ Jœ Jœ Jœ# Jœ
um: Tu es sa cer dosjœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
um: Tu es sa cer dos in ae
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Jœn Jœ Jœ Jœ œ œ
cer dos in ae ter num
jœ jœ jœ jœ œ œ#
cer dos in ae ter num
Jœ jœ œ ˙
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Œ ‰ Jœ œ œ# œ œ
Œ ‰ Jœ jœ# Jœ jœ Jœ
se cun dum or di
Œ ‰ jœ# jœ jœ .Jœ Rœ
se cun dum or di
Œ ‰ Jœ Jœ jœ# .Jœ Rœ
se cun dum or di
Jœ Jœ œ# ‰ Jœ Jœ Jœ
or di nem, se cun dum
œ œ œ# œ ‰ œ œ œ










œ œ œ .œ# œ
œ# ˙ .Jœ Rœ
nem Mel chi se
œ ˙ .jœ rœ
nem Mel chi seœ ˙ .jœ# rœ
nem Mel chi seJœ Jœ Jœ Jœ .œ Jœ
or di nem Mel chi se
œ œ œ œ œ œ œ œ
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œU Œ Œ .œ œ
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œ ŒU Œ .Jœ Rœ
dech. Do mi
œU Œ Œ .jœ rœ
dech. Do mi














œ ‰ Jœ Jœ Jœ œ
nus a dex tris tu
œ ‰ jœ jœ jœ œ
nus a dex tris tuœ ‰ Jœ Jœ Jœ œ
nus a dex tris tuœ ‰ Jœ Jœ Jœ œ
nus a dex tris tu
œ ‰ Jœ œ œ œ
œ ‰ Jœ œ œ œ
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Œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
is, con fre
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is, con freœ ‰ Jœ œ ‰ Jœ
is, con frejœ Jœ œ œ œ œ œ œ
is, con fre
œ œ œ œ œ œ œ œ
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œ œ Œ 
œ œ œ œ Œ œ œ
œ œ œ œ Œ œ œ
œ œ Œ ‰ Jœ# œ
Jœ Jœ Œ ‰ Jœ œ
git, con fre
œ Œ œ œ
git, con fre
Jœ Jœ Œ ‰ Jœ# œ
git, con fre
œ ‰ Jœ œ# œ œ œ
git, con fre
œ œ œ œ œ# œ œ œ
œ œ œ œ œ# œ œ œ
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œ œ œ œ œ œ
œ œ œ œ œ œ
‰ œ# œ œ Œ ‰ Jœ
‰ œ œ Jœ ‰ Jœ Jœ Jœ
git in di e
œ œ Œ ‰ jœ
git in
‰ œ# œ Jœ Œ ‰ Jœ
git in
œ# œ œ œ œ ‰ Jœ
git in
œ# œ œ œ œ œ ‰ Jœ
œ# œ œ œ œ œ ‰ Jœ
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œ œ ‰ Jœ œ# œ œ œ œ œ œ œ
œ œ ‰ Jœ œ# œ œ œ œ œ œ# œœ œ œ œ œ œ œ
Jœ Jœ Jœ Jœ œ# œ
i rae su ae rejœ jœ .œ jœ œ
di e i rae su
Jœ Jœ Jœ Jœ œ œ
di e i rae su ae
Jœb Jœ Jœ Jœ œ œ
di e i rae su ae
œb œ œ œ œ œ œ œ
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œ œ ˙
œ jœ jœ jœ jœ œ
ae, i rae su ae reœ# ˙ œ
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ca bit in na ti
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to
œ œb œ œ œ œ œ œ









jœ œ jœ œ œ œ
jœ œ jœ œ œ œ
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De tor
 Œ jœ jœ
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∑
œ œ œ œ Œ
rum.
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∑
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ter e a ex al ta bit
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∑
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Glo ri a Pa tri, et.œ Rœ Rœ œ Jœ Jœ
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Fi li o,
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ri tu i Sanc
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œ œ œ œ
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œ
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5 6 5 6
œ œ œ œ .œ œ œ Œ
œ .œ œ œ Œ
œ œ œ œ œ œ œ ‰ J
œ
œ œ œ œ œ œ œ ‰ J
œ





 Jœ Jœ Jœ Jœ
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Jœ Jœ Jœ Jœ .Jœ Rœ Jœ Jœ
e rat in prin ci pi o, etjœ jœ jœ jœ .Jœ Rœ Jœ Jœ
e rat in prin ci pi o, etjœ jœ jœ jœ .jœ rœ jœ jœ
e rat in prin ci pi o, et
 Œ Jœ Jœ
si cut
œ œ œ œ œ œ
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œ Œ Œ
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Jœ Jœ œ œ œ
nunc, et sem per, et
Jœ Jœ œ œ jœ jœ
nunc, et sem per, et in
.œ Jœ œ œ
nunc, et sem per,
Jœ Jœ jœ Jœ .Jœ Rœ Jœ J
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œ
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œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Jœ Rœ Rœ Jœ Jœ œ
in sae cu la sae cu lojœ rœ rœ jœ jœ jœ jœ œ
sae cu la sae cu lo rum. A
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et in sae cu
Jœ Jœ Jœ J
œ Jœ Jœ Jœ R
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œ Jœ Jœ Jœ Jœ Jœ Jœ
men. Si cut e rat in prin
œ jœ jœ jœ jœ jœ jœ
men. Si cut e rat in prinœ Jœ Jœ# Jœ Jœ Jœ jœ
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.jœ rœ jœ jœ Jœ Jœ Jœ Jœ
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œ jœ jœ jœ rœ rœ jœ jœ
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e rat
Jœ Jœ .jœ rœ Jœ Jœ Jœ Jœ
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Jœ Rœ Rœ Jœ# J
œ Jœ Jœ Œ
sae cu la sae cu lo rum,
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ci pi ojœ rœ rœ jœ jœ jœ jœ œ
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sae cu la sae cu lo rum,
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sae cu la sae cu lo rum, et injœ jœ jœ jœ œ œ
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 Œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œb œ œ jœ jœ
et in sae cu la




œ œ œ œ œ œ œ œ








œ œ œ œ œ œ
œ œ œ œ œ œ
œ Œ œ œb œ œ
jœ jœ jœ jœ ˙
sae cu lo rum, a
œ œ ˙
a men, aœ œ ˙




œ œ œ ˙
œ œ œ œ ˙
‰ œ œ œ ˙
‰ œ œ œ ˙
.œ Jœ ˙
œ œ œ ˙
men.













- - - - - -






















































































- - - - -
- - -
- - - - -
- - - - -
Dixit Dominus in Bb
Giuseppe Ottavio Pitoni
1657-1743





































































































































œ œ œ œ œ œ












Rœ Rœ Rœ Rœ
rœ rœ
do nec po nam in i
rœ rœ rœ rœ rœ rœ
do nec po nam in i
Rœ Rœ Rœ Rœ Rœ Rœ
do nec po nam in i
Rœ rœ Rœ Rœ Rœ Rœ
do nec po nam in i
œ œ œ œ œ œ
- - - - - - - -
- - - - - - - -
- - - - - - - -
















≈ œ œ œ œ œ
≈ œ œ œ œ œ
Jœ Jœ Rœ Rœ
mi cos, in i
jœ jœ rœ rœ
mi cos, in i
Jœ Jœ Rœ Rœ
mi cos, in i
Jœ jœ R
œ Rœ
mi cos, in i
œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Rœ Rœ
mi cos, do nec
jœ jœ rœ rœ
mi cos, do nec
Jœ Jœ Rœ Rœ
mi cos, do nec
Jœ jœ Rœ Rœ
mi cos, do nec
œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Rœ Rœ
po nam in i
jœ jœ rœ rœ
po nam in i
Jœ Jœ Rœ Rœ
po nam in i
Jœ jœ rœ Rœ
po nam in i












œ œ œ œ œ œ










- - - - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - - -















21 œ œ œ œ œ œ


















































- - - -
- - - -
- - - -

























































































































36 ‰ œ œ œ œ










œ œ œ œ œ œ










œ œ œ œ œ œ










œ œ œ œ œ œ















œ œ œ œ œ œ
na
œ œ œ
- - - - - -
- - - - - -
- - - - - -






























œ œ œ œ œ œ
na
œ ‰
œ œ œ œ œ œ







































45 ‰ ≈ œ œ œ
‰ ≈ œ œ œ
‰ ≈ Rœ Rœ Rœ
in i mi
‰ ≈ rœ rœ rœ
in i mi
‰ ≈ Rœ Rœ Rœ
in i mi
Rœ Rœ Rœ Rœ Rœ Rœ
me di o in i mi
œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Rœ
rœ rœ rœ
co rum, in i mi
jœ rœ rœ rœ rœ
co rum, in i mi
Jœ Rœ Rœ Rœ Rœ
co rum, in i mi
Jœ Rœ Rœ Rœ Rœ




Jœ Rœ Rœ jœ
co rum tu o
jœ rœ rœ jœ
co rum tu o
Jœ Rœ Rœ Jœ
co rum tu o
Jœ Rœ Rœ Jœ













- - - - - - - - - -
- - - - - - - - - -
- - - - - - - - - -






















˙ œ œ ˙ œ œ





˙ Œ œ ˙# Œ œ
Alla breve
2. Tecum principium
œ œ œ œ œ œ œ Œ œ





˙ Œ œ œ œ œn œ# œ
œ œ œ œ# œ œ 
œ œ œ œ# œ œ 
∑




œ œ œ œ

















4 œ œ  Œ œ
œ Œ
œ œ  Œ œ
œ Œ
∑
.œ jœ œ œ œ œ Œ œ
ci pi um in di e vir
∑
∑
œ# œn œ œ œ œ œ œ œ
 Œ œ œ œ œ œ Œ
 Œ œ œ œ œ œ Œ
∑
œ œ ˙# ˙ Œ œ
tu tis tu ae, vir
∑
∑
œ# œ œ œ ˙ Œ œ
















 Œ œ œ œ œ œ œ
 Œ œ œ œ œ œ œ
∑
œ œ ˙# ˙ œ œ
tu tis tu ae in splen
∑
∑
œ# œ œ œ ˙ Œ œ
 Œ œ# œ œ œ œn
 Œ œ# œ œ œ œn
∑
œ œ œn œn ˙ œ œ
do ri bus sanc to rum: ex
∑
∑
œn œ œ œ ˙ Œ œ#















8 .˙ œ œ œn œ œ#
.˙ œ œ œn œ œ#
∑
.œ jœn œ œ œ œ œ œ




œ œn œ œ œ Œ Œ œn
œ œn œ œ œ Œ Œ œn
∑
.œ jœn œ œ œ jœ jœ œ# jœn[ ] jœ
ci fe rum ge nu i, ge nu i
∑
∑
 Œ œ# œ œ œ œ















10 œ œn œ œ œ œ œ œ œ œ œ






˙ Œ œ ˙ ˙n
œn œ œ œ# œ œ œ œ œ œn[ ] œ
œn œ œ œ# œ œ œ œ œ œn[ ] œ






















12 ˙ Œ œn œ œ œ œ
˙ Œ œn œ œ œ œ
œ œ .œ# Jœ ˙ Œ œ




˙ ˙ ˙ 
œ œn œ œ œ œ œ œ œ œ
œ œn œ œ œ œ œ œ œ œ
œ jœ jœ œ œ œ œ Œ œ



















14 ˙ œ œ ˙ ˙
˙ œ œ ˙ ˙
œ œ œ œ ˙ ˙




œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ# œ œ .˙ œ




















œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ ˙# œ œ œ œ




œ œ œ œ ˙ 
œn œ œ œ œ œ œ œ œ
œn œ œ œ œ œ œ œ œ
.˙# œ œ œ œ œ




∑ œ œ œ œ
















œ œ Œ œn
.œ Jœ œ œ
œ œ Œ œ#
.œ Jœ œ œ
˙  .œ jœ œ œ
dech. Do mi nus a
.œ jœ œ œn œ œ Œ œ
Do mi nus a dex tris, a
.œ jœ œ œ œ œ Œ œ
[Do mi nus a dex tris, a
.œ Jœ œ œ œ œ Œ
œ
Do mi nus a dex tris, a
.œ Jœ œ œ œ œ Œ
œ
œ œ œ œ .œ Jœ œ œ
œ œ œn œ .œ Jœ œ œ
œ œ ˙ ˙ Œ œ
dex tris tu is, con
œ œ ˙n ˙ Œ œ
dex tris tu is, con
œ œ ˙ œ œ œ œ
dex tris tu is, con fre git,
œ œ ˙ œ œ œ œ
dex tris tu is, con fre git,
˙ ˙ ˙ ˙
- - - - -
- - - - - -
- - - - - - -















20 ‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ Œ œ œ œ Œ œ
fre git, con fre git, [con
œ œ Œ œ œ œ Œ œ
fre git, [con fre git, con
Œ œ œ œ Œ œ œ œ
con fre git, con fre git,
Œ œ œ œ Œ œ œ œ
con fre git, con fre git,
Œ œ œ œ Œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ Œ œ ˙ œ œ
fre git, con fre git,] in
œ œ Œ œ ˙ œ œ
fre git, con fre git, in
Œ œ œ œ Œ œ œ œ
con fre git, in di e
Œ œ œ œ Œ œ œ œ
con fre git, in di e
Œ œ œ œ Œ œ œ œ
- - - - - - -
- - - - - - -
- - - - - -
















22 œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ ˙
di e i rae su ae re
œ œ œ œ œ œ ˙
di e i rae su ae re
œ œ œ œ œ œ ˙
i rae, i rae su ae re
œ œ œ œ œ œ ˙
i rae, i rae su ae re
œ œ œ œ œ œ ˙
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ Œ œ ˙ Œ œ
- - - - - - - - -
- - - - - - - - -
- - - - - - - - -















24 œ œ œ œ œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ œ œ œ œ .œn Jœ
œ œ Œ œ œ œ .œ jœ
ca bit in na ti o ni
œ œ Œ œ œ œ œn œ
ca bit in na ti o ni
œ œ Œ œ œ œ .œ Jœ
ca bit in na ti o ni
œ œ Œ œ œ œ .œ Jœ
ca bit in na ti o ni
˙ Œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ œ Œ œ
bus im ple bit, im
œ œ œ œ œ œ œ œ œ œ œ œ
bus im ple] bit
˙ Œ œ œ œ œ œ œ œ œ œ
bus,] im ple
˙ Œ œ œ œ œ œ œ œ œ œ
bus, im ple
˙ Œ œ œ œ œ œ œ œ œ œ
- - - - - - - -
- - - - -
- - - - - - -
















26 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œn œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ Œ œ œ œ œ œ
ple bit ru i nas, con quas
Œ œ œ œ œ œ œ œ
ru i nas, con quas sa bit,
œ œ Œ œ œ œ œ œ
bit ru i nas, [con quas
œ œ Œ œ œ œ œ œ
bit ru i nas, con quas
œ œ Œ œ œ œ œ œ
œ œ .œ Jœ œ œ œ œ œ œ œ œ
œ œ .œ Jœ œ œ œ œ œ œ œ œ
œ œ .œ Jœ ˙ Œ œ
sa bit ca pi ta in
.˙ œ ˙ Œ œ
ca pi ta in
œ œ .œ Jœ œ œ ˙
sa bit ca pi ta in ter
œ œ .œ Jœ ˙ Œ œ
sa bit ca pi ta in
œ œ .œ Jœ ˙ Œ œ
- - - - - - - -
- - - - - - -
- - - - - - - -















28 œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
˙ œ œ ˙ ˙
ter ra mul to
˙ œ œ w
ter ra mul to
˙ Œ œ ˙ ˙
ra mul to
˙ œ œ ˙ ˙
ter ra mul to
˙ œ œ ˙ ˙
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ Œ  ∑
rum.
œ Œ  ∑
rum.
œ Œ  ∑
rum.
œ Œ  ∑
rum.



















30 œ œ Œ œ œ œ œ Œ œ œ





œ œ Œ œ œ œ œ Œ œ œ
œ œ œ œ ˙ ˙
œ œ œ œ ˙ ˙
∑
∑
∑ œ œ ˙
De tor ren
∑
















32 œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
˙  ˙ ˙
te in vi
∑
œ œ œ œ œ œ œ œ
œ œ œ œ ˙ ˙
œ œ œ œ ˙ ˙
∑
∑
˙   œ œ
a, de tor
∑
œ œ œ œ ˙ 
˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
∑
∑
œ œ œ œ œ ˙ œ œ
ren te in vi a, in
∑
















35 ˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
∑
∑
œ œ œ œ œ ˙ œ œ œ
vi a bi bet, bi
∑
˙ ˙ ˙ ˙
˙ Œ œ ˙ ˙
˙ Œ œ ˙ ˙
∑
∑
œ œ œn œ œ ˙ ˙
bet, in vi a bi
∑
˙ Œ œ ˙ ˙
œ œ œ œn œ œ œ œ
œ œ œ œn œ œ œ œ
∑
∑
˙   
bet,
∑
œ œ œ œn œ œ œ œ
















˙ ˙ œ œ œ œ
˙ ˙ œ œ œ œ
∑
∑
œ œ .œ jœ ˙ 
prop te re a
∑
˙ ˙ œ œ œ œ
˙ ˙ œ œ œ œ
˙ ˙ œ œ œ œ
∑
∑
œ œb ˙ ˙ 
ex al ta bit
∑
˙ ˙ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
˙ ˙ ˙ 
ca put,
∑
œ œ œ œ œ œ œ œ















41 ˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
∑
∑
 œ œ œ œ œ œ œ
ex al ta bit ca
∑
˙  ˙ ˙
˙ œ œ œ œ œ œ
˙ œ œ œ œ œ œ
∑
∑
˙ œ œb œ œ œ ˙
put, ex al ta bit ca
∑
˙ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
˙  ˙ ˙
put, ca
∑
œ œ œ œ œ œ œ œ















44 œ œ œ œ œ œ Œ œ œ






œ œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ





œ œ Œ œ œ œ œ Œ œ œ
œ œ œ œ ˙ Œ
œ
œ œ œ œ ˙ Œ œ
∑  Œ œ
Glo
∑  Œ œ
Glo
∑  Œ œ
Glo
∑  Œ œ
Glo




















47 ˙ ˙ .œ Jœ œ œ
˙ ˙ .œ# Jœ œ œ
˙ ˙ .œ jœ œ œ
ri a Pa
˙# ˙ .œ jœ œ œ
ri a [Pa
˙ ˙ .œ Jœ œ œ
ri a Pa
˙ ˙ .œ Jœ œ œ
ri a Pa
˙ ˙ .˙ œ
.œ Jœ œ œ .œ Jœ œ œ
.œ# Jœ œ œ .œ Jœ œ œ
˙ ˙ .œ jœ œ œ
tri, et Fi li o, et
˙ ˙ .œ# jœ œ œ
tri, et Fi li o, et
˙ ˙ .œ Jœ œ œ
tri, et [Fi li o, et
˙# ˙ .œ Jœ œ œ
tri, et Fi li o, et
˙# ˙ .˙ œ
- - - - - - -
- - - - - - -
- - - - - - -















49 œ œ œ œ .œ Jœ œ œ
.˙b œ .œ Jœ œ œ
˙ ˙ .œ Jœ œ œ
Spi ri tu i Sanc
˙b ˙ .œ jœ œ œ
Spi ri tu i] Sanc
˙b ˙ .œ Jœ œ œ
Spi ri tu i Sanc
˙ ˙ .œ jœ œ œ
Spi ri tu i Sanc
˙ ˙ .˙ œ
˙ œ œ# w










- - - - - -
- - - - - -
- - - - - -






















≈ œ œ œ œ œ
œ œ ‰
.Jœ Rœ Rœ Rœ
Si cut e rat
.jœ rœ rœ rœ
[Si cut e rat
.Jœ Rœ Rœ rœ
[Si cut e rat
.Jœ Rœ Rœ Rœ
Si cut e rat
.œ œ œ œ
3. Sicut erat
Allegro œ œ ‰
≈ œ œ œ œ œ
.Jœ Rœ Rœ
rœ
in prin ci pi
.jœ rœ rœ rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi
.œ œ œ œ
≈ œ œ œ œ œ
œ œ ‰
.Jœ Rœ Rœ Rœ
o, et nunc, et
.jœ rœ rœ rœ
o, et nunc, et
.Jœ Rœ Rœ
rœ
o, et nunc, et
.Jœ Rœ Rœ Rœ
o, et nunc, et
.œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.Jœ Rœ Rœ Rœ
sem per, et in
.jœ rœ rœ rœ
sem per, et in
.Jœ Rœ Rœ
rœ
sem per, et in
.Jœ Rœ Rœ Rœ
sem per, et in
.œ œ œ œ
- - - - - -
- - - - - -
- - - - - -
















≈ œ œ œ œ œ
œ œ ‰
Jœ Rœ Rœ Rœ
rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
.œ œ œ œ
œ œ .œ œ
































- - - - - - -
- - - - - - -
- - - - - - -







































‰ œ œ œ œ
a







≈ œ œ œ œ œ







‰ œ œ œ œ
a
œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ ‰
[a men,








- - - -















14 œ œ œ œ œ œ








œ œ œ œ œ œ










œ œ œ œ œ œ






œ œ œ œ œ œ













- - - - - -
- - - - - - -
- - - - - -

































œ œ œ œ œ œ










œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Rœ Rœ
rœ rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
sae cu la [sae cu
Jœ Rœ Rœ Rœ Rœ
[sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
.œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ rœ rœ
lo rum, sae cu
jœ jœ rœ rœ
lo rum, sae cu
Jœ Jœ Rœ Rœ
lo rum, sae cu
jœ jœ Rœ Rœ
lo rum, sae cu
œ Jœ
- - - - - - - - - -
- - - - - - - - - -
- - - - - - - - - -


























œ œ œ œ œ œ














Si cut e rat
.jœ rœ rœ rœ
Si cut [e rat
.Jœ Rœ Rœ Rœ
Si cut e rat
.Jœ Rœ Rœ# Rœ




.Jœ Rœ Rœ Rœ
in prin ci pi
.jœ rœ rœ# rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
[in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi
.œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
.Jœ Rœ Rœ Rœ
o, et nunc, et
.jœ rœ rœ rœ
o, et nunc, et
.Jœ Rœ Rœ Rœ
o, et nunc, et
.Jœ Rœ Rœ Rœ
o, et nunc, et
œ jœ
- - - - - - -
- - - - - - -
- - - - - - -















29 œ œ œ œ œ œ
œ œ œ œ œ œ
.jœ Rœ Rœ Rœ
sem per, et in
.jœ rœ rœ rœ
sem per, et in
.Jœ Rœ Rœ Rœ
sem per, et in
.Jœ Rœ Rœ Rœ
sem per, et in
œ jœ
.œ# œ œ œ
.œ œ œ œ#
jœ rœ Rœ Rœ Rœ
sae cu la sae cu
jœ# rœ rœ rœ rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
.œ œ œ œ
œ œ œ# œ œ œ









œ œ œ œ
œ œ œ œ œ œ





















- - - - - - - - -
- - - - - - - - -
- - - - - - - - -

































≈ œ œ œ œ œ










≈ œ œ œ œ œ
œ œ ‰
.Jœ Rœ Rœ Rœ
Si cut e rat
.jœ rœ rœ rœ
Si cut [e rat
.Jœ Rœ Rœ rœ
Si cut [e rat
.Jœ Rœ Rœ Rœ
Si cut e rat
.œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.Jœ Rœ Rœ
rœ
in prin ci pi
.jœ rœ rœ rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi
.œ œ œ œ
- - - - - - - -
- - - - - - - -
- - - - - - - -
















≈ œ œ œ œ œ
œ œ ‰
.Jœ Rœ Rœ Rœ
o, et nunc, et
.jœ rœ rœ rœ
o, et nunc, et
.Jœ Rœ Rœ
rœ
o, et nunc, et
.Jœ Rœ Rœ Rœ
o, et nunc, et
.œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.Jœ Rœ Rœ Rœ
sem per, et in
.jœ rœ rœ rœ
sem per, et in
.Jœ Rœ Rœ
rœ
sem per, et in
.Jœ Rœ Rœ Rœ
sem per, et in
.œ œ œ œ
≈ œ œ œ œ œ
œ œ ‰
Jœ Rœ Rœ Rœ
rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
.œ œ œ œ
œ œ .œ œ






















- - - - - - -
- - - - - - - -
- - - - - - -















44 œ œ ‰
œ œ ‰

































‰ œ œ œ œ
a







≈ œ œ œ œ œ












- - - -















49 œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ ‰
[a men,]




œ œ œ œ œ
œ Jœ
œ œ œ œ œ œ








œ œ œ œ œ œ










œ œ œ œ œ œ






- - - - -
- - - - - - -
- - - - -















53 œ œ œ œ œ œ































œ œ œ œ œ










- - - - -
- - - - -
- - - - -















58 œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Rœ Rœ
rœ rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
[sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
[sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
œ Jœ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Rœ Rœ
lo rum, sae cu
jœ jœ rœ rœ
lo rum, sae cu
Jœ Jœ Rœ Rœ
lo rum, sae cu
jœ jœ Rœ Rœ
























- - - - - - - - -
- - - - - - - - -
- - - - - - - - -





















































































































- - - - -
- - -
- - - - -
-- - - -
Dixit Dominus in Bb
Giuseppe Ottavio Pitoni
1657-1743
© 2016 Michael Driscoll Edited by Michael Driscoll
Psalm 109 (110)














































































































































































œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ














œ œ œ œ œ œ
Rœ Rœ Rœ Rœ
rœ rœ
do nec po nam in i
rœ rœ rœ rœ rœ rœ
do nec po nam in i
Rœ Rœ Rœ Rœ Rœ Rœ
do nec po nam in i
Rœ rœ Rœ Rœ Rœ Rœ
do nec po nam in i
œ œ œ œ œ œ
5
- - - - - - - -
- - - - - - - -
- - - - - - - -























≈ œ œ œ œ œ
≈ œ œ œ œ œ
≈ œ œ œ œ œ
≈ œ œ œ œ œ
œ œ œ œ
Jœ Jœ Rœ Rœ
mi cos, in i
jœ jœ rœ rœ
mi cos, in i
Jœ Jœ Rœ Rœ
mi cos, in i
Jœ jœ R
œ Rœ
mi cos, in i
œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ
Jœ Jœ Rœ Rœ
mi cos, do nec
jœ jœ rœ rœ
mi cos, do nec
Jœ Jœ Rœ Rœ
mi cos, do nec
Jœ jœ Rœ Rœ
mi cos, do nec
œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ
Jœ Jœ Rœ Rœ
po nam in i
jœ jœ rœ rœ
po nam in i
Jœ Jœ Rœ Rœ
po nam in i
Jœ jœ rœ Rœ
po nam in i















œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ










- - - - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - - -






















21 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ































































- - - -






















































































































































































36 ‰ œ œ œ œ
‰ œ œ œ œ
‰ œ œ œ œ
‰ œ œ œ œ


















œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ










œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ

























- - - - - - -
- - - - - -
- - - - - -











































œ œ œ œ œ œ
na
œ ‰
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ



























































45 ‰ ≈ œ œ œ
‰ ≈ œ œ œ
‰ ≈ œ œ œ
‰ ≈ œ œ œ
œ œ œ œ œ œ
‰ ≈ Rœ Rœ Rœ
in i mi
‰ ≈ rœ rœ rœ
in i mi
‰ ≈ Rœ Rœ Rœ
in i mi
Rœ Rœ Rœ Rœ Rœ Rœ
me di o in i mi
œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ




co rum, in i mi
jœ rœ rœ rœ rœ
co rum, in i mi
Jœ Rœ Rœ Rœ Rœ
co rum, in i mi
Jœ Rœ Rœ Rœ Rœ







Jœ Rœ Rœ jœ
co rum tu o
jœ rœ rœ jœ
co rum tu o
Jœ Rœ Rœ Jœ
co rum tu o
Jœ Rœ Rœ Jœ
















- - - - - - - - - - - -
- - - - - - - - - -
- - - - - - - - - -
































˙ œ œ ˙ œ œ
˙ œ œ ˙ œ œ
˙ œ œ ˙ œ œ
˙ œ œ ˙ œ œ

















œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ Œ œ





˙ Œ œ œ œ œn œ# œ
#
œ œ œ œ# œ œ 
œ œ œ œ# œ œ 
œ œ œ œ# œ œ 
œ œ œ œ# œ œ 
œ œb œ œ œ œ Œ œ
∑




œ œ œ œ





























œ œ  Œ œ
œ Œ
œ œ  Œ œ
œ Œ
œ# œn œ œ œ œ œ œ œ
∑
.œ jœ œ œ œ œ Œ œ
ci pi um in di e vir
∑
∑





 Œ œ œ œ œ œ Œ
 Œ œ œ œ œ œ Œ
Œ œ œ œ# œ œ Œ œ
∑
œ œ œ œ ˙# ˙ Œ œ
tu tis tu ae, vir
∑
∑
œ# œ œ œ ˙ Œ œ

























 Œ œ œ œ œ œ œ
 Œ œ œ œ œ œ œ
œ œ œ œ œ œ Œ œ
∑
œ œ ˙# ˙ œ œ
tu tis tu ae in splen
∑
∑
œ# œ œ œ ˙ Œ œ
∑
∑
 Œ œ# œ œ œ œn
 Œ œ# œ œ œ œn
œ œ œ œ Œ œ œ œ
∑
œ œ œn œn ˙ œ œ
do ri bus sanc to rum: ex
∑
∑
œn œ œ œ ˙ Œ œ#
#

























˙ Œ œ œ œn œ œ#
˙ Œ œ œ œn œ œ#
Œ œ œ œn œ œ œ œ#
∑
.œ jœn œ œ œ œ œ œ




∑  Œ œn
∑  Œ œn
œ œn œ œ œ Œ Œ œn
œ œn œ œ œ Œ Œ œn
œ œn œ œ œ œ œ œ
∑
.œ jœn œ œ œ jœ jœ œ# jœn[ ] jœ
ci fe rum ge nu i, ge nu i
∑
∑



























10 œ œn œ œ œ œ œ œ œ œ œ
œ œn œ œ œ œ œ œ œ œ œ
œ œn œ œ œ œ œ œ œ œ œ
œ œn œ œ œ œ œ œ œ œ œ










œn œ œ œ# œ œ œ œ œ œn[ ] œ
œn œ œ œ# œ œ œ œ œ œn[ ] œ
œn œ œ œ# œ œ œ œ œ œn[ ] œ
œn œ œ œ# œ œ œ œ œ œn[ ] œ
œ œ œn œ Œ œ œ œ





























12 ˙  ∑
˙  ∑
˙ Œ œn œ œ œ œ
˙ Œ œn œ œ œ œ
Œ œ œn œ ˙ Œ œ
œ œ .œ# Jœ ˙ Œ œ













œ œn œ œ œ œ œ œ œ œ
œ œn œ œ œ œ œ œ œ œ
˙ Œ œ ˙ 
œ jœ jœ œ œ œ œ Œ œ






























˙ œ œ ˙ ˙
˙ œ œ ˙ ˙
Œ œ œ œ œ œ œ œ
œ œ œ œ ˙ ˙







œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œb œ œ
œ œ# œ œ .˙ œ






























œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ ˙ Œ œ#
œ œ ˙# œ œ œ œ








œn œ œ œ œ œ œ œ œ
œn œ œ œ œ œ œ œ œ
.˙ œ œ œ œ œ
.˙# œ œ œ œ œ




∑ œ œ œ œ
#























œ œ Œ œn
.œ Jœ œ œ
œ œ Œ œ#
.œ Jœ œ œ
œ œ Œ œn
.œ Jœ œ œ
œ œ Œ œ#
.œ Jœ œ œ
.œ Jœ œ œ œ œ Œ
œ
˙  .œ jœ œ œ
dech. Do mi nus a
.œ jœ œ œn œ œ Œ œ
Do mi nus a dex tris, a
.œ jœ œ œ œ œ Œ œ
[Do mi nus a dex tris, a
.œ Jœ œ œ œ œ Œ
œ
Do mi nus a dex tris, a















œ œ œ œ .œ Jœ œ œ
œ œ œn œ .œ Jœ œ œ
œ œ œ œ .œ Jœ œ œ
œ œ œn œ .œ Jœ œ œ
˙ ˙ ˙ ˙
œ œ ˙ ˙ Œ œ
dex tris tu is, con
œ œ ˙n ˙ Œ œ
dex tris tu is, con
œ œ ˙ œ œ œ œ
dex tris tu is, con fre git,
œ œ ˙ œ œ œ œ
dex tris tu is, con fre git,
˙ ˙ ˙ ˙
- - - - -
- - - - - -
- - - - - - -






















20 ‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
Œ œ œ œ Œ œ œ œ
œ œ Œ œ œ œ Œ œ
fre git, con fre git, [con
œ œ Œ œ œ œ Œ œ
fre git, [con fre git, con
Œ œ œ œ Œ œ œ œ
con fre git, con fre git,
Œ œ œ œ Œ œ œ œ
con fre git, con fre git,
Œ œ œ œ Œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
Œ œ œ œ Œ œ œ œ
œ œ Œ œ ˙ œ œ
fre git, con fre git,] in
œ œ Œ œ ˙ œ œ
fre git, con fre git, in
Œ œ œ œ Œ œ œ œ
con fre git, in di e
Œ œ œ œ Œ œ œ œ
con fre git, in di e
Œ œ œ œ Œ œ œ œ
- - - - - - -
- - - - - - -
- - - - - -























22 œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ ˙
œ œ œ œ œ œ ˙
di e i rae su ae re
œ œ œ œ œ œ ˙
di e i rae su ae re
œ œ œ œ œ œ ˙
i rae, i rae su ae re
œ œ œ œ œ œ ˙
i rae, i rae su ae re
œ œ œ œ œ œ ˙
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ œ œ œ œ œ œ
ges. Ju di ca bit, ju di
˙ Œ œ ˙ Œ œ
- - - - - - - - -
- - - - - - - - -
- - - - - - - - -






















24 œ œ œ œ œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ œ œ œ œ .œn Jœ
œ œ œ œ œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ œ œ œ œ .œn Jœ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ Œ œ œ œ .œ jœ
ca bit in na ti o ni
œ œ Œ œ œ œ œn œ
ca bit in na ti o ni
œ œ Œ œ œ œ .œ Jœ
ca bit in na ti o niœ œ Œ œ œ œ .œ Jœ
ca bit in na ti o ni
˙ Œ œ œ œ œ œ
6 §
œ œ œ œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ œ œ œ Œ œ
œ œ œ œ œ œ œ œ œ œ Œ œ
‰ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ Œ œ
bus im ple bit, im
œ œ œ œ œ œ œ œ œ œ œ œ
bus im ple] bit
˙ Œ œ œ œ œ œ œ œ œ œ
bus,] im ple
˙ Œ œ œ œ œ œ œ œ œ œ
bus, im ple
˙ Œ œ œ œ œ œ œ œ œ œ
- - - - - - - -
- - - - -
- - - - - - -























26 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œn œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œn œ œ œ œ œ œ œ œ œ œ œ œ œ œœ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ Œ œ œ œ œ œ
ple bit ru i nas, con quas
Œ œ œ œ œ œ œ œ
ru i nas, con quas sa bit,
œ œ Œ œ œ œ œ œ
bit ru i nas, [con quasœ œ Œ œ œ œ œ œ
bit ru i nas, con quas
œ œ Œ œ œ œ œ œ
œ œ .œ Jœ œ œ œ œ œ œ œ œ
œ œ .œ Jœ œ œ œ œ œ œ œ œ
œ œ .œ Jœ œ œ œ œ œ œ œ œ
œ œ .œ Jœ œ œ œ œ œ œ œ œ
œ œ .œ jœ œ œ œ œ œ œ œ œ
œ œ .œ Jœ ˙ Œ œ
sa bit ca pi ta in
.˙ œ ˙ Œ œ
ca pi ta in
œ œ .œ Jœ œ œ ˙
sa bit ca pi ta in terœ œ .œ Jœ ˙ Œ œ
sa bit ca pi ta in
œ œ .œ Jœ ˙ Œ œ
- - - - - - - -
- - - - - - -
- - - - - - - -






















28 œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ ˙ ˙
˙ œ œ ˙ ˙
ter ra mul to
˙ œ œ w
ter ra mul to
˙ Œ œ ˙ ˙
ra mul to
˙ œ œ ˙ ˙
ter ra mul to
˙ œ œ ˙ ˙
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ Œ  ∑
rum.
œÿ Œ  ∑
rum.
œ Œ  ∑
rum.
œÿ Œ  ∑
rum.


























30 œ œ Œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ





œ œ Œ œ œ œ œ Œ œ œ
œ œ œ œ ˙ 
œ œ œ œ ˙ 
œ œ œ œ ˙ ˙
œ œ œ œ ˙ ˙
œ œ œ œ ˙ ˙
∑
∑
∑ œ œ œ œ œ
De tor
∑































œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
œ œ  Œ œ œ œ œ
ren te in vi a
∑
œ œ œ œ œ œ œ œ
∑
∑
œ œ œ œ ˙ ˙
œ œ œ œ ˙ ˙
œ œ œ œ ˙ 
∑
∑
œ œ   œ œ
bi bet, de tor
∑
œ œ œ œ ˙ 
∑
∑
˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
∑
∑
œ œ œ œ œ ˙ œ œ
ren te in vi a, in
∑
˙ ˙ ˙ ˙

























˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
∑
∑
œ œ œ œ œ ˙ œ œ œ
vi a bi bet, bi
∑
˙ ˙ ˙ ˙
∑
∑
˙ Œ œ ˙ ˙
˙ Œ œ ˙ ˙
˙ Œ œ ˙ ˙n
∑
∑
œ œ œn œ œ ˙ ˙
bet, in vi a bi
∑




œ œ œ œn œ œ œ œ
œ œ œ œn œ œ œ œ
œ œ œ œn œ œ œ œ
∑
∑
˙   
bet,
∑
œ œ œ œn œ œ œ œ
7 §

























˙ ˙ œ œ œ œ
˙ ˙ œ œ œ œ
˙ ˙n œ œ œ œ
∑
∑
˙ .œ Jœ ˙ 
prop te re a
∑
˙ ˙ œ œ œ œ
∑
∑
˙ ˙ œ œ œ œ
˙ ˙ œ œ œ œ
˙ ˙ œ œ œ œ
∑
∑
œ œb œ œ œ œ œ 
ex al ta bit ca put,
∑
˙ ˙ œ œ œ œ
∑
∑
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
∑
∑
˙ ˙ œ œ 
ex al ta bit,
∑
œ œ œ œ œ œ œ œ

























˙ ˙ ˙ ˙
˙ ˙ ˙ ˙
˙  ˙ ˙
∑
∑
 œ œ œ œ œ œ œ
ex al ta bit ca
∑
˙  ˙ ˙
∑
∑
˙ œ œ œ œ œ œ
˙ œ œ œ œ œ œ
˙ œ œ œ œ ˙
∑
∑
œ œ œ œb œ œ œ ˙
put, ex al ta bit ca
∑
˙ œ œ œ œ œ œ
∑
∑
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ ˙ ˙
∑
∑
˙ œ œ œ œ œ ˙
put, ex al ta bit ca
∑
œ œ œ œ œ œ œ œ
7






















44 œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ
œ œ œ œ œ œ Œ œ œ














œ œ Œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ
œ œ Œ œ œ œ œ Œ œ œ





œ œ Œ œ œ œ œ Œ œ œ
œ œ œ œ ˙ Œ
œ
œ œ œ œ ˙ Œ œ
œ œ œ œ ˙ Œ
œ
œ œ œ œ ˙ Œ œ
œ œ œ œ ˙ Œ œ
∑  Œ œ
Glo
∑  Œ œ
Glo
∑  Œ œ
Glo
∑  Œ œ
Glo































47 ˙ ˙ .œ Jœ œ œ
˙ ˙ .œ# Jœ œ œ
˙ ˙ .œ Jœ œ œ
˙ ˙ .œ# Jœ œ œ
˙# ˙ .˙ œ
˙ ˙ .œ jœ œ œ
ri a Pa
˙# ˙ .œ jœ œ œ
ri a [Pa
˙ ˙ .œ Jœ œ œ
ri a Pa
˙ ˙ .œ Jœ œ œ
ri a Pa
˙ ˙ .˙ œ
[ ]´ #
.œ Jœ œ œ .œ Jœ œ œ
.œ# Jœ œ œ .œ Jœ œ œ
.œ Jœ œ œ .œ Jœ œ œ
.œ# Jœ œ œ .œ Jœ œ œ
˙ ˙ .˙ œ
˙ ˙ .œ jœ œ œ
tri, et Fi li o, et
˙ ˙ .œ# jœ œ œ
tri, et Fi li o, et
˙ ˙ .œ Jœ œ œ
tri, et [Fi li o, et
˙# ˙ .œ Jœ œ œ
tri, et Fi li o, et
˙# ˙ .˙ œ
#
- - - - - - -
- - - - - - -
- - - - - - -






















49 œ œ œ œ .œ Jœ œ œ
.˙b œ .œ Jœ œ œ
œ œ œ œ .œ Jœ œ œ
.˙b œ .œ Jœ œ œ
˙ ˙ ˙ Œ œ
˙ ˙ .œ Jœ œ œ
Spi ri tu i Sanc
˙b ˙ .œ jœ œ œ
Spi ri tu i] Sanc
˙b ˙ .œ Jœ œ œ
Spi ri tu i Sanc
˙ ˙ .œ jœ œ œ
Spi ri tu i Sanc
˙ ˙ .˙ œ
7 M
˙ œ œ# w
œ œ œ# œ w
˙ œ œ# w











- - - - - -
- - - - - -
- - - - - -
































≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
œ œ ‰
.œ œ œ œ
.Jœ Rœ Rœ Rœ
Si cut e rat
.jœ rœ rœ rœ
[Si cut e rat
.Jœ Rœ Rœ rœ
[Si cut e rat.Jœ Rœ Rœ Rœ
Si cut e rat























≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.œ œ œ œ
.Jœ Rœ Rœ
rœ
in prin ci pi
.jœ rœ rœ rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi.Jœ Rœ Rœ Rœ
in prin ci pi








≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
œ œ ‰
.œ œ œ œ
.Jœ Rœ Rœ Rœ
o, et nunc, et
.jœ rœ rœ rœ
o, et nunc, et
.Jœ Rœ Rœ
rœ
o, et nunc, et.Jœ Rœ Rœ Rœ
o, et nunc, et









≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.œ œ œ œ
.Jœ Rœ Rœ Rœ
sem per, et in
.jœ rœ rœ rœ
sem per, et in
.Jœ Rœ Rœ
rœ
sem per, et in.Jœ Rœ Rœ Rœ
sem per, et in








- - - - - -
- - - - - -
- - - - - -























≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
œ œ ‰
.œ œ œ œ
Jœ Rœ Rœ Rœ
rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu








œ œ .œ œ
≈ œ œ œ œ œ
œ œ .œ œ
≈ œ œ œ œ œ







Rœ Rœ œ œ
lo rum. A





























- - - - - - -
- - - - - - -
- - - - - - -























































‰ œ œ œ œ
a






≈ œ œ œ œ œ
≈ œ œ œ œ œ
≈ œ œ œ œ œ








‰ œ œ œ œ
a
œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ












- - - -






















14 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ









œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ







œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ

















- - - - - -
- - - - - - -
- - - - - -














































œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
.œ œ œ œ
Jœ Rœ Rœ
rœ rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
sae cu la [sae cu
Jœ Rœ Rœ Rœ Rœ
[sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
.œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ Jœ
Jœ Jœ rœ rœ
lo rum, sae cu
jœ jœ rœ rœ
lo rum, sae cu
Jœ Jœ Rœ Rœ
lo rum, sae cu
jœ jœ Rœ Rœ
lo rum, sae cu
œ Jœ
- - - - - - - - - -
- - - - - - - - - -
- - - - - - - - - -




































œ œ œ œ œ œ
œ œ œ œ œ# œ
œ œ œ œ œ œ


















Si cut e rat
.jœ rœ rœ rœ
Si cut [e rat
.Jœ Rœ Rœ Rœ
Si cut e rat
.Jœ Rœ Rœ# Rœ







.Jœ Rœ Rœ Rœ
in prin ci pi
.jœ rœ rœ# rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
[in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi
.œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ jœ
.Jœ Rœ Rœ Rœ
o, et nunc, et
.jœ rœ rœ rœ
o, et nunc, et
.Jœ Rœ Rœ Rœ
o, et nunc, et.Jœ Rœ Rœ Rœ
o, et nunc, et
œ jœ
6
- - - - - - -
- - - - - - -
- - - - - - -






















29 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ
Jœ
.jœ Rœ Rœ Rœ
sem per, et in
.jœ rœ rœ rœ
sem per, et in
.Jœ Rœ Rœ Rœ
sem per, et in.Jœ Rœ Rœ Rœ
sem per, et in
œ jœ
.œ# œ œ œ
.œ œ œ œ#
.œ# œ œ œ
.œ œ œ œ#
.œ œ œ œ
jœ rœ Rœ Rœ Rœ
sae cu la sae cu
jœ# rœ rœ rœ rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu.œ œ œ œ
#
œ œ œ# œ œ œ
œ œ œ œ œ œ
œ œ œ# œ œ œ
œ œ œ œ œ œ









œ œ œ œ
#
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ

























- - - - - - - - -
- - - - - - - - -
- - - - - - - - -















































≈ œ œ œ œ œ
≈ œ œ œ œ œ
≈ œ œ œ œ œ












≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
œ œ ‰
.œ œ œ œ
.Jœ Rœ Rœ Rœ
Si cut e rat
.jœ rœ rœ rœ
Si cut [e rat
.Jœ Rœ Rœ rœ
Si cut [e rat.Jœ Rœ Rœ Rœ
Si cut e rat









≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.œ œ œ œ
.Jœ Rœ Rœ
rœ
in prin ci pi
.jœ rœ rœ rœ
in prin ci pi
.Jœ Rœ Rœ Rœ
in prin ci pi.Jœ Rœ Rœ Rœ
in prin ci pi








- - - - - - -
- - - - - - -
- - - - - - -























≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
œ œ ‰
.œ œ œ œ
.Jœ Rœ Rœ Rœ
o, et nunc, et
.jœ rœ rœ rœ
o, et nunc, et
.Jœ Rœ Rœ
rœ
o, et nunc, et.Jœ Rœ Rœ Rœ
o, et nunc, et









≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
.œ œ œ œ
.Jœ Rœ Rœ Rœ
sem per, et in
.jœ rœ rœ rœ
sem per, et in
.Jœ Rœ Rœ
rœ
sem per, et in.Jœ Rœ Rœ Rœ
sem per, et in








≈ œ œ œ œ œ
œ œ ‰
≈ œ œ œ œ œ
œ œ ‰
.œ œ œ œ
Jœ Rœ Rœ Rœ
rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu








œ œ .œ œ
≈ œ œ œ œ œ
œ œ .œ œ
≈ œ œ œ œ œ








Rœ Rœ œ œ
lo rum, a















- - - - - - -
- - - - - - - -
- - - - - - -





































































‰ œ œ œ œ
a






≈ œ œ œ œ œ
≈ œ œ œ œ œ
≈ œ œ œ œ œ













- - - -






















49 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ








œ œ œ œ œ
œ Jœ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ









œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ







- - - - -
- - - - - - -
- - - - -






















53 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ









































œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ œ










- - - - -
- - - - -
- - - - -






















58 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Rœ Rœ
rœ rœ
sae cu la sae cu
jœ rœ rœ rœ rœ
[sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
[sae cu la sae cu
Jœ Rœ Rœ Rœ Rœ
sae cu la sae cu
œ Jœ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Rœ Rœ
lo rum, sae cu
jœ jœ rœ rœ
lo rum, sae cu
Jœ Jœ Rœ Rœ
lo rum, sae cu
jœ jœ Rœ Rœ






























- - - - - - - - -
- - - - - - - - -
- - - - - - - - -
- - - - - - - -
580
APPENDIX D 



































 œ œ œ œ œ
 œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
 Jœ Jœ Jœ Jœ
Dix it, [dix it]
B
 jœ jœ jœ jœ
[Dix it, dix it
B
 Jœ Jœ Jœ Jœ
[Dix it, dix it
B
 Jœ Jœ Jœ Jœ
Dix it, [dix it]
œ œ œ œ œ œ œ œ
Allegro œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
.Jœ Rœ œ .œ Rœ Rœ
Do mi nus Do mi no
.jœ rœ œ .œ rœ rœ
Do mi nus Do mi no.Jœ Rœ œ .œ Rœ rœ
Do mi nus Do mi no.Jœ rœ œ œ Jœ Jœ
Do mi nus Do mi noœ œ œ œ œ œ œ œ
- - - - - -
- - - - - -
- - - - - -
- - - - - -
Dixit Dominus in C
Annibale Pio Fabri[?]
1697-1760












3 œ œ œ œ œ Œ
œ œ œ œ œ Œ
œ
œ œ œ œ
œ
œ œ œ œ œ
œ




.œ œ œ ‰ œ Jœ
me o:] Se de,œ œ 
me o:
œ œ œ œ œ Œ
œ Œ œ œ
œ ‰ jœ œ œ
.œ jœ œ œ
.œ jœ œ œ
œ Jœ jœ
œ œ
de, [se de, se de,
Œ œ œ jœ jœ
Se de, [se de,
Jœ jœ ‰
œ Jœ Jœ Jœ
[se de, se de, se de,
‰ œ Jœ Jœ jœ ‰ J
œ
Se de, [se de, se
‰ œ œ jœ ‰ Jœ
œ œ ‰ Jœ .œ Jœ
œ Œ ‰ œ œ œ
œ œ ‰ jœ .œ Jœ
œ œ ‰ jœ .œ Jœ
Jœ Jœ ‰ jœ .œ Jœ
se de] a dex tris,
‰ œ jœ ‰ jœ Jœ jœ
se de] a dex tris,
‰ œ Jœ ‰ Jœ Jœ Jœ
se de] a dex tris,
Jœ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
de, se de] a dex tris,
Jœ œ Jœ ‰ œ œ œ
- - - - - -
- - - - - -
- - - - - -













6 ‰ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ
‰ Jœ Jœ Jœ Jœ Jœ œ
se de a dex tris me
‰ jœ jœ jœ jœ jœ œ
se de a dex tris me
‰ Jœ Jœ Jœ Jœ Jœ œ œ
se de a dex tris me
‰ Jœ Jœ Jœ Jœ Jœ œ
se de a dex tris me
‰ œ œ œ œ œ œ œ
œ œ œ œ œ Œ
œ œ œ œ œ Œ
œ œ œ œ œ œ œ œ
œ œ







œ Œ ‰ œ Jœ
is. Do nec
œ œ œ œ jœ œ Jœ
∑
∑
œ œ# œ œ œ œ œ




Jœ Jœ Jœ Jœ# Jœ Jœ œ
po nam in i mi cos tu
œ œ œ œ# œ œ œ
- - -
















œ# œ œ œ œ œ .œŸ œ# œ œ œ




œ ‰ Jœ Jœ Jœ œ
os sca bel lum pe
œ œ œ œ œ
∑
∑
œ œ œ œ# œ Œ





Jœ Jœ œ œ Œ
dum tu o rum.




 Œ ‰ Jœ
 Œ ‰ jœ
‰ œ œ œ œ œ œ .œ# œ# œ




œ œ ‰ Jœ œ œ# œ# œ
- - - -














œ œ ‰ Jœ œ œ Œ
œ œ ‰ Jœ œ œ Œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ




œ œ# œ œ œ œ œ œn
∑
∑
œ œ œ œ .œ œ œ
œ œ œ œ
Jœ œ Jœ Jœ œ œ œŸ




œ œ œ œ
‰ œ œ œ œ œ œ œ Œ
‰ œ œ œ œ Œ
œ œ œ œ œ œ œ œ œ œ œ
œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ
œ Œ Œ ‰ œ œ
on. In
‰ œ jœ jœ jœ ‰ œ œ
do mi na re in
‰ œ Jœ Jœ Jœ Œ
[do mi na re,
‰ œ Jœ Jœ jœ Œ
do mi na re,
‰ œ Jœ œ œ Œ














15 Œ ‰ œ œ œ œ œ œ œ
Œ ‰ œ œ œ œ œ œ œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ
œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ
œ
.Jœ Rœ œ 
me di o,
.jœ rœ œ 
me di o,
Œ ‰ Jœ Jœ Jœ Jœ Jœ
in i mi co rum,
Œ ‰ Jœ Jœ Jœ Jœ jœ
in i mi co rum,
Œ ‰ Jœ œ œ œ œ
 ‰ œ œ œ œ œ œ
 ‰ jœ œ œ œ œ
œ Œ ≈ œ œ œ œ œ œ œ
œ Œ ≈ œ œ œ œ œ œ œ
‰ Rœ Rœ .œ œ œ Œ
do mi na re,
‰ rœ rœ .œ œ œ Œ
do mi na re,
 ‰ œ œ .Jœ Rœ
in me di
 ‰ Jœ .Jœ rœ
in me di
 ‰ Jœ .œ œ
œ Œ Œ ‰ Jœ
œ Œ Œ ‰ Jœ
œ Œ œ ‰ Jœ
œ Œ œ ‰ Jœ
‰ Jœ Jœ Jœ .œ œ Jœ Jœ
in i mi co rum, [in
‰ jœ jœ jœ .œ œ jœ jœ
[in i mi co rum, inœ Œ Œ ‰ Jœ
o in
œ Œ Œ ‰ Jœ
o in
œ Œ Œ ‰ Jœ
- - - - - - -
- - -
-
- - - -
















18 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ œ Jœ Jœ œ
i mi co rum] tu ojœ jœ œ œ jœ jœ œ
i mi co rum tu o
Jœ Jœ œ œ œ Jœ Jœ œ œ
i mi co rum tu o
Jœ Jœ œ œ œ Jœ Jœ œ
i mi co rum tu o
œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ ‰ œ œ œ















‰ jœ jœ jœ .jœ rœ jœ jœ
Te cum prin ci pi um in
∑
∑
œ œ œ œ œ œ œ œ œ
- - - - -
- - - - -
- - - - -

















jœ jœ ‰ œ œ jœ jœ ‰ œ œ
di e vir tu tis, in
∑
∑






jœ jœ ‰ jœ .œ jœ
di e vir tu tis
∑
∑
œ œ Œ ‰ œ œ œ
∑
∑
≈ œ œ œ œ 
≈ œ œ œ œ 
∑
jœ jœ ‰ œ
jœ jœ œ œ
tu ae, in splen do ri
∑
∑
œ œ ‰ Jœ œ œ














 ≈ œ œ œ œ
 ≈ œ œ œ œ
∑
œ œ œ œ œb œ ‰ jœ
bus sanc to rum: ex
∑
∑






jœ rœ rœ jœ rœ rœ jœ rœ rœ œ
u te ro an te lu ci fe rum ge
∑
∑






œ œ .jœ rœ œ Œ
nu i te.
 ‰ Jœ œ
Ju ra
∑
œb œ œ œ œ œ ‰ œ œ
- -

















 Œ jœ jœ
Et non.œ Jœ .Jœb rœ œ
vit Do mi nus,
∑






jœ jœ jœ jœ jœ jœ Œ
pae ni te bit e um:
 Jœ Jœ Jœ Jœb
et non pae ni
∑
œ œ œ œn œ œb œ
∑
∑
 ≈ œ œ œ œ
 ≈ œ œ œ œ
 ‰ jœ jœ Jœ
Tu es sa
∑
Jœ jœ œb œ Œ
te bit e um:
∑
œ œ œ œ œ Œ
-
- - - - - - -
















˙ Jœ Jœ Jœ Jœ
cer dos in ae
‰ jœ jœ jœ jœ jœ jœ jœ
Tu es sa cer dos in ae
‰ jœ jœ Jœb Jœ Jœ Jœ# Jœ
Tu es sa cer dos in ae
∑
‰ œ œ œb œ œ œ# œ
∑
∑
 ≈ œ œ# œ œ
 ≈ œ œ# œ œ
Jœ Jœ Jœ Jœ Jœ Jœ# ‰ Jœ
ter num, in ae ter num se
jœ jœ jœ jœ jœ jœ Œ
ter num, in ae ter num
Jœ jœ jœ jœ jœ jœ ‰ jœ
ter num, [in ae ter num] se
∑





Jœ Jœ œ œ œ
cun dum or di nem
Œ ‰ jœ jœ jœ .Jœb Rœ
se cun dum or di
Jœ Jœ# œ œn œb œ œ
cun dum or di nem
∑
œ œ# œ œn œb œ œ
- - - - - - -- -
- - - - - - - - - -














 Œ ≈ œ œ œ
 Œ ≈ œ œ œ
œ œ œ .Jœ Rœ# œ
Mel chi se dech.
œ œ œ .jœ rœ œ
nem Mel chi se dech.
œ œ .jœ rœ œ
Mel chi se dech.
∑




œ œ œ œ œ Œ




.Jœ Rœ œ ‰ J
œ Jœ Jœ
Do mi nus a dex tris
Œ ≈ œ œ œ œ Œ
∑
∑
≈ œ œ œ œ œ œ œ œ œ œ œ œ




œ œ ‰ Jœ Jœb Jœ
[tu is,] a dex tris
≈ œ œ œ œ œ œ œ œ œ œb œ
- - -
















.œ œ œ œ œ œ œ œ œ œ œ œ




œ œ Œ ‰ Jœ
[tu is,] con
œ ≈ œ œ œ œ œ œ œ œ œ
∑
∑
œ œ ‰ œ œb Jœ




Jœ jœ ‰ Jœ Jœb Jœ Jœ Jœ
fre git in di e i rae
œ œ ‰ Jœ œb œ œ œ
∑
∑
Jœ œ œ œ Jœ




Jœ Jœ œ œ œ œ œ œb
su ae re
œ œ œ œ œ œ œ œb














Jœ œ œb jœ œ




œ œ œb œ œ œ œ œ
œ œ œb œ œ œ œ œ
∑
∑
œ œ œ œ œ Œ
œ œ œ œ œ Œ
 ‰ œ jœ
Ju di
 ‰ œ jœ
[Ju di
 ‰ œ jœ
[Ju di
œ Œ ‰ œ Jœ
ges. Ju di
œ œ œ œ œ Œ
∑
∑
‰ œ œ œ œ Œ
‰ œ œ œ œ Œ
œ œ ‰ œ jœ
ca bit, ju di
œ œ ‰ œ jœ
ca bit, ju di
œ œ ‰ œ Jœ
ca bit, ju di
œ œ ‰ œ Jœ
ca bit, ju di
‰ œ œ œ œ Œ
- - - - -
- - - - - - - -
- - - - -














‰ œ œ œ œ Œ
‰ œ œ œ œ Œ
œ œ ‰ Jœ Jœ Jœ
ca bit in na ti
œ œ ‰ jœ jœ jœ
ca bit in na ti
œ œ ‰ Jœ Jœ Jœ
ca bit in na ti
œ œ ‰ Jœ Jœ J
œb
ca bit in na ti
‰ œ œ œ œ Œ
‰ œ œ œ œ ‰ Jœ
‰ œ œ œ œ ‰ Jœ
‰ œ œ œ œ ‰ Jœ
‰ œ œ œ œ ‰ Jœ
.Jœ Rœ œ ‰ Jœ Jœ Jœ
o ni bus, im ple bit
.jœ rœ œ ‰ jœ jœ jœ
o ni bus, im ple bit
.Jœ Rœ œ ‰ Jœ Jœ Jœ
o ni bus, im ple bit.Jœ rœ œ ‰ Jœ Jœ jœ
o ni bus, im ple bit
‰ œ œ œ œ ‰ Jœ
œ œ ‰ Jœ œ œ œ
œ œ ‰ jœ œ œ œ
œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ œ œ œ œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
ru i nas, ru i nas,
‰ jœ jœ jœ ‰ jœ jœ jœ
ru i nas, ru i nas,]
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
ru i nas, ru i nas,]
‰ Jœ jœ jœ ‰ Jœ Jœ jœ
ru i nas, ru i nas,










- - - - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - - -














 ‰ œ œ œ œ
 ‰ œ œ œ œ
 ‰ œ œ œ Jœ
con quas






Œ ‰ œ œ œ œ œ œ œ
Œ ‰ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ .œ œ .œ œ œ œ œ œ
Jœ œ œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
sa bit, [con quas sa bit] ca pi ta,jœ œ œ jœ jœ jœ jœ jœ rœ rœ
sa bit, con quas sa bit ca pi ta,]
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta,
Œ ‰ œ jœ Jœ jœ
con quas sa bit,
œ ‰ œ jœ œ œ?
- - - - - - - -
- - -
- - - - - - - -











48 œ œ ˙
 œ ‰ jœ
œ œ œ œ
œ œ œ œ
œ œ ˙
con quas sa
Œ ‰ œ jœ jœ jœ
con quas sa bit,
 ‰ œ œ œ Jœ
con quas
 ‰ œ œ œ Jœ
con quas
 ‰ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta,
.œ jœ jœ jœ jœ rœ rœ
[con quas sa bit] ca pi ta,
Jœ œ œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
sa bit, [con quas sa bit] ca pi ta,
Jœ œ œ Jœ Jœ Jœ Jœ Jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta,
œ œ œ œ œ œ œ œ œ
- - - - - - - -
- - - - - - - -
- - - - - - - -











50 œ œ œ œ œ œ œ
 œ ‰ jœ
œ œ œ œ œ œ œ
œ œ .œ Jœ
œ œ ˙
con quas sa
 ‰ œ œ œ jœ
con quas
Œ ‰ œ Jœ œ
con quas sa
 ‰ œ œ œ Jœ
con quas
 ‰ œ œ œ œ
œ œ œ œ œ Œ
œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ ≈ œ œ œ
œ œ œ œ œ œ œ œ œ œ
œ Jœ Jœ Jœ Jœ jœ rœ rœ
bit, [con quas sa bit] ca pi ta,jœ œ œ jœ jœ jœ jœ jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta,
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta,
Jœ œ œ Jœ Jœ Jœ jœ Jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta,
œ œ œ œ œ œ œ œ œ
- - - - - - - -
- - - - - - -
- - - - - - - -















œ œ .œ Jœ
œ œ .œ Jœ
œ œ ˙
con quas sa
œ œ .œ jœ
con quas sa bit,
 ‰ œ œ œ Jœ
[con quas
 ‰ œ œ œ Jœb
con quas
 ‰ œ œ œ œb
 Œ ‰ Jœ
 Œ ‰ Jœ
Jœ œ Jœ œ œ œ œ œ
Jœ œ Jœ œ œ œ œ œ
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta
.œ jœ jœ jœ jœ rœ rœ
[con qaus sa bit] ca pi ta
Jœ œ œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
sa bit, con quas sa bit ca pi ta]
Jœ œ œ Jœ Jœb Jœ Jœ Jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta
œ œ œ œ œb œ œ œ œ
- - - - - - - -
- - - - - - -
- - - - - - -













54 œ œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ jœ œ œ ‰ Jœ
œ œ œ œ ‰ œ œ œ
œ œ œ œ ‰ œ œ œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
in ter ra, in ter ra,
‰ jœ jœ jœ ‰ jœ jœ jœ
in ter ra, [in ter ra,
Œ ‰ Jœ Jœ Jœ ‰ Jœ
in ter ra, [in
Œ ‰ Jœ Jœ jœ ‰ Jœ
in ter ra, in
Œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ jœ œ œ Œ
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ jœ
[in ter ra, in ter ra]
‰ jœ jœ jœ ‰ jœ jœ jœ
in ter ra, in ter ra]
Jœ jœ ‰ Jœ Jœ Jœ ‰ Jœ
ter ra, in ter ra, in
Jœ Jœ ‰ Jœ Jœ jœ ‰ Jœ
ter ra, [in ter ra, in
œ œ ‰ Jœ œ œ ‰ Jœ
- - - -
- - -
- - - -











56 œ œ œ œ œ œ œ œ œŸ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
‰ Jœ œŸ œ œ œ
‰ Jœ œ Jœ Jœ œ œ
mul to rum, mul to
‰ jœ œ jœ jœ œ œ
mul to rum, mul to
Jœ Rœ Rœ œ œ Jœ Jœ œ
ter ra] mul to rum, mul to
Jœ Rœ Rœ œ jœ Jœ œ œ
ter ra] mul to rum, mul to














- - - - -
- - - - -








































.œ œ œ œb œ œ
De tor
∑








































































Jœ œ œ ˙n
ta bit ca
∑













































































































œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ Jœ Jœ
e rat in prin
œ œ jœ jœ
e rat in prin
œ œ Jœ Jœ
e rat in prinœ œ Jœ Jœ
e rat in prin
œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
Jœ Jœ Jœ Jœ Jœ Jœ
ci pi o, et nunc, etjœ jœ jœ jœ jœ jœ
ci pi o, et nunc, et
Jœ Jœ Jœ Jœ Jœ Jœ
ci pi o, et nunc, et
Jœ Jœ Jœ Jœ Jœ jœ
ci pi o, et nunc, et













- - - - - -
- - - - - -
- - - - - -



































Œ œ œ œ œ
Œ œ œ œ œ
Œ Jœ Jœ Jœ Jœ












Œ jœ jœ jœ jœ
sae cu lo rum.
∑
∑












- - - - - - -






































Œ œ œ œ œ
Œ œ œ œ œ
Œ Jœ Jœ Jœ Jœ
sae cu lo rum,
.œ jœ œ
sae cu la,
Œ Jœ Jœ Jœ Jœ













Œ Jœ Jœ Jœ Jœ
sae cu lo rum,














- - - - - -
- - - - - -
- - - - - - -

















Œ jœ jœ jœ jœ







Œ œ œ œ œ
Œ œ œ œ œ
Œ œ œ œ œ
Œ Jœ Jœ Jœ Jœ















Œ Jœ Jœ Jœ Jœ
sae cu lo rum,
Œ Jœ Jœ Jœ Jœ
sae cu lo rum,





















men, [aœ œ œ
œ œ œ
- - - - - - - -
- - - - - -
- - - -




























































































































 œ œ œ œ œ
 œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ
 Jœ Jœ Jœ Jœ
Dix it, [dix it]
B
 jœ jœ jœ jœ
[Dix it, dix it,
B
 Jœ Jœ Jœ Jœ
[Dix it, dix it
B
 Jœ Jœ Jœ Jœ
Dix it, [dix it]
















œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
.Jœ Rœ œ .œ Rœ Rœ
Do mi nus Do mi no
.jœ rœ œ .œ rœ rœ
Do mi nus Do mi no.Jœ Rœ œ .œ Rœ rœ
Do mi nus Do mi no.Jœ rœ œ œ Jœ Jœ
Do mi nus Do mi noœ œ œ œ œ œ œ œ
- - - - - -
- - - - - -
- - - - - -
- - - - - -
Dixit Dominus in C Annibale Pio Fabri[?]
1697-1760
© 2016 Michael Driscoll Edited by Michael Driscoll
Psalm 109 (110)















3 œ œ œ œ œ Œ
œ œ œ œ œ Œ
Jœ ‰ Œ Œ œ
Jœ ‰ Œ Œ œ
œ
œ œ œ œ
œ
œ œ œ œ œ
œ
œ œ œ œ jœ œ jœ




.œ œ œ ‰ œ Jœ
me o:] Se de,œ œ 
me o:




œ Œ œ œ
œ ‰ jœ œ œ
.œ jœ œ œ
œ œ œ œ œ
.œ jœ œ œ
œ œ œ œ œ
œ œ ‰ œ Jœ œ œ
œ Jœ jœ
œ œ
de, [se de, se de,
Œ œ œ jœ jœ
Se de, [se de,
Jœ jœ ‰
œ Jœ Jœ Jœ
[se de, se de, se de,
‰ œ Jœ Jœ jœ ‰ J
œ
Se de, [se de, se
‰ œ œ jœ ‰ Jœ
œ œ ‰ Jœ .œ Jœ
œ Œ ‰ œ œ œ
œ œ ‰ jœ .œ Jœ
‰ œ Jœ œ œ œ œ
œ œ ‰ jœ .œ Jœ
‰ œ Jœ œ œ œ œ
‰ œ Jœ œ œ œ
Jœ Jœ ‰ jœ .œ Jœ
se de] a dex tris,
‰ œ jœ ‰ jœ Jœ jœ
se de] a dex tris,
‰ œ Jœ ‰ Jœ Jœ Jœ
se de] a dex tris,
Jœ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
de, se de] a dex tris,
Jœ œ Jœ ‰ œ œ œ
6 7 3
- - - - - -
- - - - - -
- - - - - -
















6 ‰ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ
‰ Jœ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ œ
‰ Jœ œ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ Jœ Jœ Jœ Jœ Jœ œ
se de a dex tris me
‰ jœ jœ jœ jœ jœ œ
se de a dex tris me
‰ Jœ Jœ Jœ Jœ Jœ œ œ
se de a dex tris me
‰ Jœ Jœ Jœ Jœ Jœ œ
se de a dex tris me
‰ œ œ œ œ œ œ œ
œ œ œ œ œ Œ
œ œ œ œ œ Œ
œ œ œ œ jœ ‰ Œœ
œ œ œ jœ ‰ Œ
œ œ œ œ œ œ œ œ
œ œ
œ
œ œ œ œ œ œ œ œ œ







œ Œ ‰ œ Jœ
is. Do nec











œ œ# œ œ œ œ œ œ jœ .œ œ





Jœ Jœ Jœ Jœ# Jœ Jœ œ
po nam in i mi cos tu
œ œ œ œ# œ œ œ
3 ´ # 7 6
- - -





















œ# œ œ œ œ œ .œŸ œ# œ œ œ





œ ‰ Jœ Jœ Jœ œ
os sca bel lum pe
œ œ œ œ œ





œ œ œ œ# œ Œ






Jœ Jœ œ œ Œ
dum tu o rum.







 Œ ‰ Jœ
 Œ ‰ jœ
∑
‰ œ œ œ œ œ œ .œ# œ# œ




œ œ ‰ Jœ œ œ# œ# œ
#
- - - -



















œ œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ Jœ œ œ Œ
∑
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ




œ œ# œ œ œ œ œ œn





œ œ œ œ .œ œ œ
œ œ œ œ
∑
Jœ œ Jœ Jœ œ œ œŸ




œ œ œ œ
7 6 7 6 7
‰ œ œ œ œ œ œ œ Œ
‰ œ œ œ œ Œ
≈ œ œ œ œ œ œ œ œ œ œ
œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ
œ œ œ œ œ œ œ œ œ œ œ
œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ
≈ œ œ œ œ œ œ œ œ œ œ œ œ
œ Œ Œ ‰ œ œ
on. In
‰ œ jœ jœ jœ ‰ œ œ
do mi na re in
‰ œ Jœ Jœ Jœ Œ
[do mi na re,
‰ œ Jœ Jœ jœ Œ
do mi na re,
































15 Œ ‰ œ œ œ œ œ œ œ
Œ ‰ œ œ œ œ œ œ œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ
œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ
œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ
œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ
œ
Œ ≈ œ œ œ œ œ œ œ œ œ œ œ
.Jœ Rœ œ 
me di o,
.jœ rœ œ 
me di o,
Œ ‰ Jœ Jœ Jœ Jœ Jœ
in i mi co rum,
Œ ‰ Jœ Jœ Jœ Jœ jœ
in i mi co rum,
Œ ‰ Jœ œ œ œ œ
 ‰ œ œ œ œ œ œ
 ‰ jœ œ œ œ œ
œ Œ ≈ œ œ œ œ œ œ œœ Œ ≈ œ œ œ œ œ œ œœ Œ ≈ œ œ œ œ œ œ œœ Œ ≈ œ œ œ œ œ œ œ
œ Œ ≈ œ œ œ œ œ œ œ
‰ Rœ Rœ .œ œ œ Œ
do mi na re,
‰ rœ rœ .œ œ œ Œ
do mi na re,
 ‰ œ œ .Jœ Rœ
in me di
 ‰ Jœ .Jœ rœ
in me di
 ‰ Jœ .œ œ
œ Œ Œ ‰ Jœ
œ Œ Œ ‰ Jœ
œ Œ œ ‰ Jœœ Œ œ ‰ Jœœ Œ œ ‰ Jœ
œ Œ œ ‰ Jœœ Œ œ ‰ Jœ
‰ Jœ Jœ Jœ .œ œ Jœ Jœ
in i mi co rum, in
‰ jœ jœ jœ .œ œ jœ jœ
[in i mi co rum, inœ Œ Œ ‰ Jœ
o in
œ Œ Œ ‰ Jœ
o in
œ Œ Œ ‰ Jœ
- - - - - - -
- - -
-
- - - -



















18 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ Jœ œ Jœ
Jœ Jœ œ Jœ Jœ œ
i mi co rum tu ojœ jœ œ œ jœ jœ œ
i mi co rum tu o
Jœ Jœ œ œ œ Jœ Jœ œ œ
i mi co rum tu o
Jœ Jœ œ œ œ Jœ Jœ œ
i mi co rum tu o
œ œ œ œ œ œ œ œ œ
6 7
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Œ ‰ Jœ .œ œ
œ Œ ‰ Jœ .œ œ
œ Œ ‰ œ œ œ
œ Œ ‰ Jœ .œ œ









œ œ œ œ œ œ œ œ






œ Œ ‰ œ œ œ œ
œ Œ ‰ œ œ œ œœ Œ 
∑
‰ jœ jœ jœ .jœ rœ jœ jœ
Te cum prin ci pi um in
∑
∑






- - - - -
- - - - -
- - - - -


















‰ Jœ œ ‰ J
œ[  ] jœÿ ‰
œ œ ‰ œ œ œ œ ‰ œ œ
œ œ œ ‰ jœ[ ÿ ] jœÿ
‰
‰ Jœ Jœ ‰ ‰ Jœ
 jœÿ ‰
∑
jœ jœ ‰ œ œ jœ jœ ‰ œ œ
di e vir tu tis, in
∑
∑
œ œ ‰ œ œ œ œ ‰ œ œ







‰ Jœ jœ ‰ ‰ œ œ œ
œ œ Œ ‰ œ œ œ
‰ Jœ jœ ‰ ‰ œ œ œ
‰ Jœ Jœ ‰ ‰ œ œ œ
∑
jœ jœ ‰ jœ .œ jœ
di e vir tu tis
∑
∑




≈ œ œ œ œ 
≈ œ œ œ œ 
≈ œ œ œ œ 
≈ œ œ œ œ 
œ Œ 
∑
jœ jœ ‰ œ
jœ jœ œ œ
tu ae, in splen do ri
∑
∑





















 ≈ œ œ œ œ
 ≈ œ œ œ œ
 ≈ œ œ œ œ
 ≈ œ œ œ œ
∑
∑
œ œ œ œ œb œ ‰ jœ
bus sanc to rum: ex
∑
∑




 ≈ œ œ œ œ
 ≈ œ œ œ œ
 ≈ œ œ œ œ
 ≈ œ œ œ œ
∑
∑
jœ rœ rœ jœ rœ rœ jœ rœ rœ œ
u te ro an te lu ci fe rum ge
∑
∑
œ œ œ œ œ ‰ Jœ
∑
∑
 ≈ œ œ œ jœ ‰
 ≈ œ œ œ jœ ‰
 ≈ œ œ œ œ œ œ
 ≈ œ œ œ œ œ œ
∑
∑
œ œ .jœ rœ œ Œ
nu i te.
 ‰ Jœ œ
Ju ra
∑






















 Œ ≈ œ œ œ
 Œ ≈ œ œ œ
œ œb œ œ œ œ œ œ œ œ
œ œb œ œ œ œ œ œ œ œ
∑
∑
 Œ jœ jœ
Et non.œ Jœ .Jœb rœ œ
vit Do mi nus,
∑






Jœ ‰ Œ ≈ œ œ œ Jœb ‰
Jœ ‰ Œ ≈ œ œ œ Jœb ‰
œ œ œ œn ≈ œ œ œ œb œ
œ œ œ œn ≈ œ œ œ œb œ
∑
∑
jœ jœ jœ jœ jœ jœ Œ
pae ni te bit e um:
 Jœ Jœ Jœ Jœb
et non pae ni
∑










 ≈ œ œ œ œ
 ≈ œ œ œ œ
œ œ œ œ ≈ œ œ œ
œ
œ œ œ œ ≈ œ œ œ
œ
∑
 ‰ jœ jœ Jœ
Tu es sa
∑
Jœ jœ œb œ Œ
te bit e um:
∑





- - - - - - -

















≈ œ œ œ œ œb ≈ œ œ œ œ œ#
≈ œ œ œ œ œb ≈ œ œ œ œ œ#
≈ œ œ œ œ œb ≈ œ œ œ œ œ#
≈ œ œ œ œ œb ≈ œ œ œ œ œ#
∑
˙ Jœ Jœ Jœ Jœ
cer dos in ae
‰ jœ jœ jœ jœ jœ jœ jœ
Tu es sa cer dos in ae
‰ jœ jœ Jœb Jœ Jœ Jœ# Jœ
Tu es sa cer dos in ae
∑







≈ œ œ œ œ ≈ œ œ# œ
œ
≈ œ œ œ œ ≈ œ œ# œ
œ
≈ œ œ œ œ ≈ œ œ# œ
œ
≈ œ œ œ œ ≈ œ œ# œ
œ
∑
Jœ Jœ Jœ Jœ Jœ Jœ# ‰ Jœ
ter num, in ae ter num sejœ jœ jœ jœ jœ jœ Œ
ter num, in ae ter num
Jœ jœ jœ jœ jœ jœ ‰ jœ
ter num, [in ae ter num] se
∑
œ œ œ œ œ œ ‰ Jœ








Jœ Jœ œ œ œ
cun dum or di nem
Œ ‰ jœ jœ jœ .Jœb Rœ
se cun dum or di
Jœ Jœ# œ œn œb œ œ
cun dum or di nem
∑
œ œ# œ œn œb œ œ
5 6
- - - - - - -- -
- - - - - - - - - -

















 Œ ≈ œ œ œ
 Œ ≈ œ œ œ
 ≈ œ œ# œ œ œ œ œ
 ≈ œ œ# œ œ œ œ œ
∑
œ œ œ .Jœ Rœ# œ
Mel chi se dech.
œ œ œ .jœ rœ œ
nem Mel chi se dech.
œ œ .jœ rœ œ
Mel chi se dech.
∑
œ œ œ œ œ






œ œ œ œ œ Œ
œ œ ≈ œ œ œ œ œ Œ
œ œ ≈
œ œ œ œ œ Œ





.Jœ Rœ œ ‰ J
œ Jœ Jœ
Do mi nus a dex tris






≈ œ œ œ œ œ œ œ œ œ œ Œ
≈ œÿ[ œÿ œÿ ]œ œ œ œ œ œ Œ
≈ œ œ œ œ œ œ œ œ œ œ œ œ






œ œ ‰ Jœ Jœb Jœ
[tu is,] a dex tris


























Œ ≈ œ œ œ œ œ œ œ œ œ
Œ ‰ œ œ œ œ œ œ œ œ
.œ œ œ œ œ œ œ œ œ œ œ œ





œ œ Œ ‰ Jœ
[tu is,] con






œ œ ‰ œ œb Jœ
œ œ ‰ Jœ œ œ
œ œ ‰ œ œb Jœ





Jœ jœ ‰ Jœ Jœb Jœ Jœ Jœ
fre git in di e i rae
œ œ ‰ Jœ œb œ œ œ





Jœ œ œ œ Jœ
œb œ œ œ
Jœ œ œ œ Jœ





Jœ Jœ œ œ œ œ œ œb
su ae re
œ œ œ œ œ œ œ œb
!
9 3 9 3 9 3 9 3

















Jœ œ œb jœ œ
œ œ œ œ œ œ
Jœ œ œb jœ œ





œ œ œb œ œ œ œ œ
œ œ œb œ œ œ œ œ





œ œ œ œ ≈ œ œ œ œ
œ œ œ œ œ ≈ œ œ œ
œ œ œ œ ≈ œ œ œ œ
œ œ œ œ œ ≈ œ œ œ
∑
 ‰ œ jœ
Ju di
 ‰ œ jœ
[Ju di
 ‰ œ jœ
[Ju di
œ Œ ‰ œ Jœ
ges. Ju di









‰ œÿ œÿ œÿ ≈ œ œ œ
œ
œ œ œ œ œÿ ≈ œ œ œ
‰ œÿ œÿ œÿ ≈ œ œ œ
œ
œ œ œ œ œÿ ≈ œ œ œ
≈ œ œ œ œ œ œ œ œ Œ
œ œ ‰ œ jœ
ca bit, ju di
œ œ ‰ œ jœ
ca bit, ju di
œ œ ‰ œ Jœ
ca bit, ju diœ œ ‰ œ Jœ
ca bit, ju di
‰ œ œ œ œ ŒTutti
- - - - -
- - - - - - -
- - - - -

















‰ œ œ œ œ œ œ œ œ
œ œ œ œ œÿ ≈œ œ œ
‰ œ œ œ œ œ œ œ œ
œ œ œ œ œÿ ≈œ œ œ
≈œ œ œ œ œ œ œ œ Œ
œ œ ‰ Jœ Jœ Jœ
ca bit in na ti
œ œ ‰ jœ jœ jœ
ca bit in na ti
œ œ ‰ Jœ Jœ Jœ
ca bit in na tiœ œ ‰ Jœ Jœ J
œb
ca bit in na ti
‰ œ œ œ œ Œ
‰ œ œ œ œ ‰ Jœ
‰ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ œ œ œ
œ
œÿ œÿ œÿ œÿ œ ‰ J
œ
‰ œ œ œ œ œ œ œ œ
œ
œÿ œÿ œÿ œÿ œ ‰ J
œ
≈œ œ œ œ œ œ œ œ Œ
.Jœ Rœ œ ‰ Jœ Jœ Jœ
o ni bus, im ple bit
.jœ rœ œ ‰ jœ jœ jœ
o ni bus, im ple bit
.Jœ Rœ œ ‰ Jœ Jœ Jœ
o ni bus, im ple bit.Jœ rœ œ ‰ Jœ Jœ jœ
o ni bus, im ple bit
‰ œ œ œ œ ‰ Jœ
œ œ ‰ Jœ œ œ œ
œ œ ‰ jœ œ œ œœ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ œ œ œ œ
≈œ œ œ œ œ œ œ≈ œ œ œ œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
ru i nas, ru i nas,
‰ jœ jœ jœ ‰ jœ jœ jœ
ru i nas, ru i nas,]
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
ru i nas, ru i nas,]
‰ Jœ jœ jœ ‰ Jœ Jœ jœ













- - - - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - - -

















 ‰ œ œ œ œ
 ‰ œ œ œ œ
 ‰ œ œ œ œ
 ‰ œ œ œ œ
œ œ œ œ œ œ
 ‰ œ œ œ Jœ
con quas






Œ ‰ œ œ œ œ œ œ œ
Œ ‰ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ .œ œ .œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ .œ œ .œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Jœ œ œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
sa bit, [con quas sa bit] ca pi ta,jœ œ œ jœ jœ jœ jœ jœ rœ rœ
sa bit, con quas sa bit ca pi ta,]
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta,
Œ ‰ œ jœ Jœ jœ
con quas sa bit,
œ ‰ œ jœ œ œ?
[Rip.]
- - - - - - - -
- - -
- - - - - - - -














48 œ œ ˙
 œ ‰ jœ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
≈ œ œ œ œ œ œ œ œ œ œ œ
œ[ œ ] ˙
con quas sa
Œ ‰ œ jœ jœ jœ
con quas sa bit,
 ‰ œ œ œ Jœ
con quas
 ‰ œ œ œ Jœ
con quas
 ‰ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta,
.œ jœ jœ jœ jœ rœ rœ
[con quas sa bit] ca pi ta,
Jœ œ œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
sa bit, [con quas sa bit] ca pi ta,
Jœ œ œ Jœ Jœ Jœ Jœ Jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta,
œ œ œ œ œ œ œ œ œ
- - - - - - - -
- - - - - - - -
- - - - - - - -














50 œ œ œ œ œ œ œ
 œ ‰ jœ
œ[ œ ] œ œ œ œ œ
œ œ œ œ
œ[ œ ] œ œ œ œ œ
œ œ œ œ
≈ œ œ œ œ œ œ œ œ œ œ œ
œ[ œ ] ˙
con quas sa
 ‰ œ œ œ jœ
con quas
Œ ‰ œ Jœ œ
con quas sa
 ‰ œ œ œ Jœ
con quas
 ‰ œ œ œ œ
œ œ œ œ œ Œ
œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ ≈ œ œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ ≈ œ œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ Jœ Jœ Jœ Jœ jœ rœ rœ
bit, [con quas sa bit] ca pi ta,jœ œ œ jœ jœ jœ jœ jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta,
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta,
Jœ œ œ Jœ Jœ Jœ jœ Jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta,
œ œ œ œ œ œ œ œ œ
- - - - - - - -
- - - - - - -
- - - - - - - -


















œ[ œ ] .œ Jœ
œ[ œ ] .œ Jœ
œ[ œ ] .œ Jœ
œ[ œ ] .œ Jœ
≈ œ œ œ œ œ œ œ œ œ œ œ
œ[ œ ] ˙
con quas sa
œÿ[ œÿ ] .œ
jœ
con quas sa bit,
 ‰ œ œ œ Jœ
[con quas
 ‰ œ œ œ Jœb
con quas
 ‰ œ œ œ œb
 Œ ‰ Jœ
 Œ ‰ Jœ
Jœ œ Jœ œ œ œ œ œ
Jœ œ Jœ œ œ œ œ œ
Jœ œ Jœ œ œ œ œ œ
Jœ œ Jœ œ œ œ œ œ
œ œ œ œ œ œ
œ œ
œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
bit, [con quas sa bit] ca pi ta
.œ jœ jœ jœ jœ rœ rœ
[con qaus sa bit] ca pi ta
Jœ œ œ Jœ Jœ Jœ Jœ Jœ Rœ Rœ
sa bit, con quas sa bit ca pi ta]
Jœ œ œ Jœ Jœb Jœ Jœ Jœ rœ rœ
sa bit, [con quas sa bit] ca pi ta
œ œ œ œ œb œ œ œ œ
6 6
- - - - - - - -
- - - - - - - -
- - - - - - -















54 œ œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ jœ œ œ ‰ Jœœ œ œ œ ‰ œ œ œœ œ œ œ ‰ œ œ œ
œ œ œ œ ‰ œ œ œ
œ œ œ œ ‰ œ œ œ
≈ œ œ œ œ œ œ œ œ œ Œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ Jœ
in ter ra, in ter ra,
‰ jœ jœ jœ ‰ jœ jœ jœ
in ter ra, [in ter ra,
Œ ‰ Jœ Jœ Jœ ‰ Jœ
in ter ra, [in
Œ ‰ Jœ Jœ jœ ‰ Jœ
in ter ra, in
Œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ Jœ œ œ ‰ Jœ
œ œ ‰ jœ œ œ Œ
‰ œ œ œ ‰ œ œ ‰
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ ‰
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
‰ Jœ Jœ Jœ ‰ Jœ Jœ jœ
[in ter ra, in ter ra]
‰ jœ jœ jœ ‰ jœ jœ jœ
in ter ra, in ter ra]
Jœ jœ ‰ Jœ Jœ Jœ ‰ Jœ
ter ra, in ter ra, in
Jœ Jœ ‰ Jœ Jœ jœ ‰ Jœ
ter ra, [in ter ra, in
œ œ ‰ Jœ œ œ ‰ Jœ
6 5 6
- - - -
- - -
- - - -














56 œ œ œ œ œ œ œ œ œŸ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
‰ Jœ œŸ œ œ œ
œ œ œ œ œ œ œ
‰ Jœ œŸ œ œ œ
‰ œ œ œ œ ‰ Jœ
‰ Jœ œ Jœ Jœ œ œ
mul to rum, mul to
‰ jœ œ jœ jœ œ œ
mul to rum, mul to
Jœ Rœ Rœ œ œ Jœ Jœ œ
ter ra] mul to rum, mul to
Jœ Rœ Rœ œ jœ Jœ œ œ
ter ra] mul to rum, mul to
œ œ œ œ œ œ œ
7
œ Œ 














- - - - -
- - - - -




















































.œ œ œ œb œ œ
De tor
∑








































œ œb œ œ œ





























œ œ œ œ œ

























.œ œ .œŸ Jœ





Jœ œ œ ˙n
ta bit ca
∑
































































































































- - - - - -
- - - -















































œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ œ œ
œ œ Jœ Jœ
e rat in prin
œ œ jœ jœ
e rat in prin
œ œ Jœ Jœ
e rat in prinœ œ Jœ Jœ
e rat in prin
œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
.Jœ Rœ Jœ Jœ Jœ Jœ
ci pi o, et nunc, et
.jœ rœ jœ jœ jœ jœ
ci pi o, et nunc, et
.Jœ Rœ Jœ Jœ Jœ Jœ
ci pi o, et nunc, et.Jœ Rœ Jœ Jœ Jœ jœ
ci pi o, et nunc, et
















œ œ Œ B
- - - - - -
- - - - - -
- - - - - -












































Œ œ œ œ œ
.œ Jœ œ
Œ œ œ œ œ
.œ Jœ œ
Œ œ œ œ œ
Œ Jœ Jœ Jœ Jœ









Œ œ œ œ œ
˙ œ
Œ œ œ œ œ
Œ œ œ œ œ
˙ œ
A men,
Œ jœ jœ jœ jœ
sae cu lo rum.
∑
∑



















- - - - - - -


















































Œ œ œ œ œ
.œ Jœ œ
Œ œ œ œ œ
Œ œ œ œ œ
Œ Jœ Jœ Jœ Jœ
sae cu lo rum,
.œ jœ œ
sae cu la,
Œ Jœ Jœ Jœ Jœ

















Œ Jœ Jœ Jœ Jœ
sae cu lo rum,


















- - - - - -
- - - - - -
- - - - - - -














29 Œ œ œ œ œ
.œ Jœ œ
Œ œ œ œ œ
.œ Jœ œ
Œ œ œ œ œ
.œ Jœ œ
œ œ œ œ Œ
.œ Jœ œ
sae cu la
Œ jœ jœ jœ jœ








Œ œ œ œ œ
œ œ œ
Œ œ œ œ œ
œ œ œ
Œ œ œ œ œ
Œ œ œ œ œ
Œ Jœ Jœ Jœ Jœ









Œ œ œ œ œ
˙ œ
Œ œ œ œ œ
˙ œ





Œ Jœ Jœ Jœ Jœ
sae cu lo rum,
Œ Jœ Jœ Jœ Jœ
sae cu lo rum,


















œ œ œœ œ œ œ
œ œ œ






men, [aœ œ œ
œ œ œ
- - - - - - - -
- - - - -
- - -

































Œ œ œ œ œ
.œ jœ œ










Œ œ œ œ œ
˙ œ
Œ œ œ œ œ

































men, aœ œ œ
œ Œ Œ























































































œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
w
dix
œ œ œ jœ jœ
dix it Do mi nus]
˙ ˙
dix it]
œ œ œ jœ jœ
dix it] Do mi nus
œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ





œ œ œ Jœ jœ
Do mi nus
œ œ œ œ œ
Do
œ œ œ œ œ
- - - - - -
- - - - -
- - - - -
- - -
-
Dixit Dominus in Bb Tomaso Ingegnieri
c.1671-1726



















5 œ Œ œ Œ
œ Œ œ Œ





œ œ œ Jœ Jœ
Do mi noœ œ œ Jœ Jœ
mi no
œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
wb
Do




œb œ œ œ œ
me
œb œ œ œ œ
œ œ ˙ œ
œb œ ˙
œb œ ˙
œ Jœ Jœ ˙
mi no me
œb œ ˙


























œ œ œ œ
- - - - -
- - - - - - -
- - - - - - -



















10 œ œ# œ œ
œ œ œ œ









œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ Jœ Jœ œ œ
se de a dex tris
œ jœ jœ œ œ
se de a dex tris
œ Jœ Jœ œ œ
se de a dex tris
œ jœ jœ œ œ
se de a dex tris
œ œ œ œ
˙ œ œ œ œ
œ œ œ œ
˙ œ œ












œ œ œ œ




œ Œ œ Œ
- - - -
- - - -
- - - -



















14 œ œ œ œ œb œ œ œ œ œ
œ œ œ œ œ œ œ œ





œ œ œ œ
œ œb œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ Œ









œ œ œ œ
























 Œ ‰ Jœ
 Œ ‰ Jœ
 Œ ‰ Jœ
.Jœ Rœ .Jœ Rœ œ œ





.œ œ .œ œ œ œ
.œ œ .œ œ œ œ
.œ œ .œ œ ˙









œ œ œ œ œ jœ Jœ














œ œ œ Œ




























œ Œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ






































œ œ .jœ rœ jœ jœ
po nam in i mi cos
∑
∑
œ Œ œ œ
Œ ‰ Jœ .œ œ .œ œ
Œ ‰ Jœ .œ œ .œ œ




















œ jœ jœ œ œ


























Œ ‰ Jœ œ œ œ œ
sca bel lum
œ ‰
jœ œ œ œ œ
rum, sca bel lum
∑
∑




œ jœ Jœ œ œ
pe dum tu o
œ jœ jœ œ œ
pe dum tu o
∑
∑






œ ‰ jœ œ œ
rum, sca bel lum
∑
∑




Œ ‰ Jœ œ œ
sca bel lum
˙ œ jœ jœ
pe dum tu o
∑
∑
œ ‰ Jœ œ œ
- - - - - - - - - -






















œ jœ Jœ œ œ
pe dum tu o
˙ œ œ œ œ
∑
∑






œ ‰ jœ œ œ
rum, sca bel lum
∑
∑




Œ ‰ Jœ œ œ
sca bel lum
˙ œ jœ jœ
pe dum tu o
∑
∑




œ jœ Jœ œ œ
pe dum tu o
˙ œ œ œ œ
∑
∑
œ œ œ œ
- - - -
- - - - - - - -


















36 œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ







œ ‰ Jœ œ œ
p
œ œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ Œ





œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ























39 œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ Œ





œ œ œ Œ
œ œ œ œ œ œ .œ œ
‰ œ œ œ œ œ .œ œ














































































































































































































































































œ œ œ œ ˙
Do mi nus,








































œ œ œ œ ˙
Do mi nus






































21 œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
do mi na re, [do mi
œ œ œ œ œ œ
do mi na re, do mi
œ œ œ œ œ œ
[do mi na re, do mi
œ œ œ œ œ œ
do mi na re, [do mi
w ˙
œ œ œ œ œ œ
œ œ œ œ œ œ










- - - -
- - - -
- - - -




















24 œ œ œ œ œ œ
œ œ œ œ œ œ









œ œ œ œ œ œ
do mi na re, [do mi
œ œ œ œ œ œ
do mi na re, do mi
œ œ œ œ œ œ
do mi na re, do miœ œ œ œ œ œ

























- - - -










- - - - -









































˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, [in i mi
˙ œ œ œ œ
˙ œb œ ˙
˙ œ œ ˙
˙ œ œ ˙
˙ œ œ ˙
co rum tu o
˙ œ œ ˙
co rum tu o
˙ œb œ ˙
co rum tu o˙ œb œ ˙
co rum] tu o




- - - -
- - -


























32 .˙ œ œ œ
.˙ œ œ œ
.˙ œ œ œ
.˙ œ œ œ
rum, in i mi
.˙ œ œ œ
rum, in i mi.˙ œ œ œ
rum, in i mi
.˙ œ œ œ
rum, in i mi
w ˙
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
w ˙
˙ œb œ ˙
˙ œ œ ˙
˙ œ œ ˙
˙ œ œ ˙
co rum tu o
˙ œ œ ˙
co rum tu o
˙ œb œ ˙
co rum tu o˙ œb œ ˙

















- - - -
- - - -
- - - -



















œ Jœ Jœ .Jœ rœ jœ jœ
Te cum prin ci pi um, prin
∑
œ œ# œ œ
3. Tecum principium
jœ œ œ Jœ jœ Jœ jœ Œ
ci pi um in di e
 œ Jœ Jœ
Te cum prin
œ œ œ œ#










.Jœ Rœ Jœ Jœ Jœ œ œ Jœ Jœ
ci pi um, prin ci pi um in
œ œ œ œ
‰ jœ Jœ Jœ œ œb[ ] œ œ#
vir tu tis tu
Jœ Jœ Œ 
di e,
œ ‰ jœ œ œ œ
- - -







5 œ Œ 
ae,
œ Jœ Jœ .Jœ Rœ Jœ Jœ
te cum prin ci pi um, prin
œ œ# œ œ
 œ jœ jœ
te cum prin
Jœ œ œ Jœ Jœ Jœ Jœ Œ
ci pi um in di e,
œ œ œ œ#
.jœ rœ jœ jœ jœ œ œ jœ jœ
ci pi um, prin ci pi um in
∑
œ œ œ œ
- - - - - - -








8 jœ jœ ‰ Jœ .œb Rœ Rœ
di e, in di e vir
‰ Jœ Jœ Jœ ‰ J
œ Jœ Jœ
in di e vir tu tis,
œ ‰ Jœ œ œ
œ Jœ Jœ .œ Rœ rœ
tu tis, in di e vir
‰ Jœ Jœ Jœ ‰ Jœ Jœ# Jœ
in di e vir tu tis
œ œ œ œ
œ jœ Jœ œ œ œ œ œ
tu tis, vir tu tis tu
Jœ Jœ ‰ jœ jœ Jœ œ
tu ae, vir tu tis tu
œ œ œ œ
- - - - - - - - - -








œ Jœ Jœ .Jœb Rœ Jœ Jœ
ae, in splen do ri bus sanc
œ Œ 
ae,
œ œ œ œ
œ œ œ œ
Jœb Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
Œ Jœ Jœ .Jœ Rœ Jœ Jœ
in splen do ri bus sanc
œ œ œ œ œ œ
- - - - - - - - -








Jœ Rœ Rœ ‰ jœ Jœ Rœ Rœ Jœ Rœ Rœ
ci fe rum [ex u te ro an te lu
Jœ Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
œ œ œ œ
Jœ rœ rœ Jœ# Rœ Rœ Jœ Rœ Rœ Jœ Rœn[ ] Rœ
ci fe rum,] an te lu ci fe rum ge nu i
Jœ Rœ Rœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ rœ rœ
ci fe rum, an te lu ci fe rum ge nu i
œ œ œ œ œ œ
- - - - - - - - - - - - - - - -








15 œ Œ 
te,
œ Jœ Jœ .Jœb Rœ Jœ Jœ
te, in splen do ri bus sanc
œ œ œ œ œ œ œ œ
Œ jœ jœ .Jœ Rœ Jœ Jœ
in splen do ri bus sanc
Jœb Jœ ‰ J
œ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
œ œ œ œ
- - - -








Jœ jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
Jœ Rœ Rœ ‰ Jœ Jœn Rœ Rœ Jœ Rœ Rœ
ci fe rum, ex u te ro an te lu
œ œ œn œ
.Jœ Rœ œ .œb œ œ
ci fe rum ge
Jœ Rœ Rœ ‰ Jœ jœ rœ rœ Jœ Rœ Rœ
ci fe rum, ex u te ro an te lu
œ œ œ œ
- - - - - - - -







19 .œ œ œ .œ œ œ
jœ rœ rœ ‰ Jœb jœ rœ rœ Jœ Rœ Rœ
ci fe rum, ex u te ro an te lu
œ œb œ œ
.œ rœ rœ œ Jœ Rœ Rœ
nu i te, an te lu
Jœ rœ rœ Jœ rœ Rœ œ Jœ Rœ Rœ
ci fe rum ge nu i te, an te lu
œ œ œ œ œ œ
Jœ Rœ Rœ Jœ rœ rœ œ Œ
ci fe rum ge nu i te.
Jœb Rœ
rœ Jœ rœ Rœ œ Œ
ci fe rum ge nu it te.
œ œ œ Œ
- - - - - - - - - - - - -


























‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ





œ ‰ jœ œ œb
Allegro
4. Juravit Dominus
œ œ œb œ œ œ œ
œ œ œb œ œ œ œ





œ œ œ ‰ Jœ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ























4 œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ





œ œ œ œ œ ‰ Jœ
p
p
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ





œ ‰ Jœ œ ‰ Jœ
œ œ œ .œ œ œ Œ
œ œ œ .œ œ œ Œ
œ œ .œ œ œ Œ
























7 ‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
œ ‰ Jœ œ œb





œ ‰ jœ œ œb
œ œ œb œ œ Œ
œ œ œb œ œ Œ
œ œ œ Œ









Jœ Rœ Rœ Jœ Jœ Jœ œ œ Jœ œ œ




œ œ œ œ


















10 Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ





œ œ œ œ
œ œ Œ 
œ œ Œ 
œ Œ 
Œ Jœ Jœ Jœ œ œ Jœ œ œ








jœ jœ ‰ Jœ .Jœ Rœ Jœ Jœ




œ ‰ Jœ œ ‰ Jœ






















œb œ œ œ œ Jœ jœ jœ jœ













œ œ œ œ œ œ



























œ ‰ Jœ œ œ œ œ
Œ ‰ Jœ œ œ œ œ
Œ ‰ Jœ œ œ œ œ






œ œ œ œ
œ œ Œ 
œ œ Œ 
∑
Œ ‰ jœ jœ Jœ Jœ jœ




œ ‰ jœ œ œ






















Jœ jœ ‰ jœ Jœ œ œ Jœ# œn[ ] œ








Jœ Jœ ‰ Jœ .Jœb Rœ .Jœ Rœ




œ Œ œ œ


















20 œ Œ œ œ
œ Œ œ œ
œ Œ œ œ
Jœb Jœ ‰ Jœ .Jœ Rœ .Jœ Rœ




œ Œ œ œn
œ Œ œ œ#
œ Œ œ œ#
œ Œ œ œ
Jœ Jœ ‰ jœ .Jœ Rœ .Jœ Rœ








Jœ Jœ ‰ Jœ œ œ




œ ‰ Jœ œ œ























rœ .œ œ œ








œ ‰ Jœ .Jœb Rœ .Jœ Rœ








œ Œ œ œ
œ Œ œ œ
œ Œ œ œ
Jœb Jœ ‰ Jœ .Jœ Rœ .Jœ Rœ




œ Œ œ œn


















26 œ Œ œ œ#
œ Œ œ œ#
œ Œ œ œ
Jœ Jœ ‰ jœ .Jœ Rœ .Jœ Rœ








Jœ Jœ ‰ Jœ œ# œ









.Jœ rœ Jœ Jœ .œ Jœ#




œ œ œ œ






















œ ‰ Jœ œ œ








.Jœ Rœ .Jœb Rœ .œ Jœ








œ ‰ Jœ œ œ




œ ‰ Jœ œ œp
p






















.Jœ Rœ .Jœb Rœ .œ Jœ




œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ






œ ‰ jœ œ œbf
œ œ œb œ œ œ œ
œ œ œb œ œ œ œ





œ œ œ ‰ Jœ


















35 œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ





œ ‰ Jœ œ ‰ Jœ
œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ

























37 œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ





œ ‰ jœ œ ‰ jœ
œ œ œ .œ œ œ Œ
œ œ œ .œ œ œ Œ


































.jœ rœ .jœ Rœ jœ jœ ‰ Jœ
Do mi nus a dex tris, a
.jœ rœ .jœ rœ jœ jœ ‰ jœ
[Do mi nus a dex tris, a
.Jœ Rœ .Jœ Rœ Jœ Jœ ‰ Jœ
[Do mi nus a dex tris, a.Jœ Rœ .Jœ Rœ Jœ Jœ ‰ Jœ
Do mi nus a dex tris, a
.œ œ œ œ œ ‰ jœ
5. Dominus a dextris
 ‰ Jœ œ
 ‰ Jœ œ
 ‰ Jœ œ
Jœ Jœ œ œ ‰ jœ
dex tris tu is, con
jœ jœ œ œ œ ‰ jœ
dex tris tu is, con
Jœ Jœ œ œ ‰ Jœ
dex tris tu is, con
Jœ Jœ œ œ ‰ Jœ
dex tris tu is, con
œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
jœ jœ ‰ Jœ Jœ jœ ‰ jœ
fre git, con fre git in
jœ jœ ‰ jœ jœ jœ ‰ jœ
fre git, con fre git in
Jœ Jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
Jœ jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in









- - - -
- - - -
- - - -


















4 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œb œ
Jœ jœ Jœ jœ Jœ Jœ œ
di e i rae su ae re
jœ jœ jœ jœ jœ jœ œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb[ ] œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb œ
di e i rae su ae re
œ œ œ œ œ œb œ
‰ Jœ œ ‰ œ œ œ
‰ Jœ œ# ‰ œ œ œ
‰ Jœ œ ‰ œ œ œ
œ ‰ jœ Jœ Jœ ‰ Jœ
ges, con fre git, con
œ ‰ jœ# jœ jœ ‰ jœ
ges, con fre git, con
œ ‰ Jœ Jœ Jœ ‰ Jœ
ges, con fre git, con
œ ‰ Jœ Jœ Jœ ‰ Jœ
ges, con fre git, con
œ ‰ Jœ œ ‰ jœ
œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ# œ œ œ œ
œ# œ ‰ Jœ œ œ œ œ
Jœ Jœ ‰ jœ Jœ jœ Jœ jœ
fre git, in di e i raejœ jœ ‰ jœ# jœ jœ jœ jœ
fre git, in di e i rae
Jœ# Jœ ‰ Jœ Jœ Jœ Jœ Jœ
fre git, in di e i rae
Jœ Jœ ‰ Jœ Jœ Jœ Jœ Jœ
fre git, in di e i rae









- - - -
- - - -
- - - -


















7 œ œ œ œ œ œ
œ œ œ# œ œ œ
œ œb Œ ‰ Jœ œ
Jœ Jœ œ œ ‰ Jœ
su ae re ges, conjœ jœ œ# œ ‰ jœn
su ae re ges, con
Jœ Jœb œ œ ‰ Jœ
su ae re ges, con
Jœ jœ œ œ ‰ jœ
su ae re ges, con
œ œ œ œ ‰ jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ jœ
‰ œ œ œ œ œ ‰ Jœ
jœ jœ ‰ jœ Jœ Jœ ‰ jœ
fre git, con fre git in
jœ jœ ‰ jœ jœ jœ ‰ jœ
fre git, con fre git in
Jœ Jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
Jœ Jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
œ ‰ Jœ œ ‰ Jœ
œ œ œ œ œ œb œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
Jœ jœ Jœ jœ Jœ Jœ œ
di e i rae su ae re
jœ jœ jœ jœ jœ jœ œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb œ
di e i rae su ae re





- - - -
- - - -
- - - -


























10 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ









œ Œ œ Œ






Œ jœ jœ Jœ Rœ Rœ Jœ Jœ
Ju di ca bit in na ti
œ Œ œ Œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ




Jœ rœ rœ Œ 
o ni bus,
œ œ œ Œ
























Œ Jœ Jœ Jœ Rœ Rœ Jœ Jœ
ju di ca bit in na ti




Œ ‰ jœ œ œ œ œ œ œ
Im ple
 Œ ‰ jœ
Im
∑
Jœ Rœ Rœ Œ 
o ni bus,
œ Œ œ Œ
Œ ‰ Jœ œ ‰ Jœ
 Œ ‰ Jœ
 Œ ‰ Jœ
œ œ œ œ œ œ ˙
œ œ œ œ œ œ œ œ œ œ œ œ
ple
Œ ‰ jœ œ œ œ œ œ œ
Im ple
 Œ ‰ jœ
im
œ ‰ jœ œ ‰ jœ


























16 œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
w
jœ jœ ‰ jœ jœ jœ ‰ jœ
bit, [im ple bit, im
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
ple
œ ‰ jœ œ ‰ jœ
Jœ ‰ Œ 
œ Œ 
œ Œ 
œ ‰ jœ œ œ œ œ œ œ
bit, im ple
jœ jœ Œ Œ ‰ jœ
ple bit,] imjœ jœ Œ 
bit,
Jœ Jœ Œ 
bit,
œ Œ œ Œ
Œ ‰ jœ œ ‰ Jœ
 Œ ‰ jœ
 Œ ‰ Jœ
œ œ œ œ œ œ ˙
œ œ œ œ œ œ œ œ œ œ œ œ
ple
Œ ‰ jœ œ œ œ œ œ œ
im ple
 Œ ‰ Jœ
im
œ ‰ Jœ œ ‰ Jœ
- - -


























19 œ ‰ jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ jœ
œ ‰ Jœ œ ‰ Jœ
w
jœ jœ ‰
jœ Jœ Jœ ‰ jœ
bit, [im ple bit, im
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
ple




œ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
bit, im ple bit, [im ple bit] ru
Jœ Jœ ‰ jœ Jœ Rœ Rœ Jœ Rœ Rœ
ple bit, im ple bit, im ple bit] ru
Jœ Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
bit, [im ple bit, im ple bit] ru
Jœ Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
bit, im ple bit, [im ple bit] ru




Jœ Rœ Rœ œ œ Œ
i nas, ru i nas,jœ Rœ Rœ œ œ Œ
i nas, ru i nas,
Jœ Rœ Rœ œ œ Œ
i nas, ru i nas,
Jœ Rœ Rœ œ œ Œ
i nas, ru i nas,
œ œ œ œ Œ
- -
- - - - - - -
- - - - - -
- - - - - - -
- - - -
- - - -
- - - -
- - - -
- - -
-


















22 œ Œ œ Œ
œ Œ œ# Œ
œ Œ œ Œ
œ œ œ# œ œ œ
con quas sa
œ œ œ œ œ œ
con quas sa bit,
œ œ œ œ
con quas sa bit,
œ œ œ œ œ œn œ# œ
con quas sa
œ œ œ œ œ œn œ# œ
Presto œ Œ œ Œ
œ Œ œ# Œ
œ Œ œ Œ
œ œ œ# œ œ œ
bit, con quas




œ œ œ œ œ œn œ# œ
œ œ œ œ œ œn œ# œ
œ œ œ œ
œ œ .œ Jœ
œ œ œ œ
œ œ .œ Jœ
sa bit ca pi




œ œ# œ œb
bit ca pi


































25 ˙ œ Œ
˙# œ Œ
œ œ œ œ œ Œ






˙ œ œ œ œ
ta, con quas
˙ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ œ œ œ œ œ
sa bit, con quas
œ œ œ œ œ œ
sa bit,
œ œ œ œ
sa bit, [con quas
œ œ œ œ œ œ œ œ
sa
œ œ œ œ œ œ œ œ
œ Œ œ œ
œ Œ œ œ
œ œ œ œ œ
œ œ œ œ œ œ
sa bit
œ œ œ œ œ œ
con quas sa bit
˙ ˙
sa bit]
œ œ œ œ œ œ
bit






























28 œ œn œ œ
.œ Jœ œ œ
œ œ œ œ
œ œn œ œ
ca pi ta in
.œ jœ œ œ
ca pi ta in
œ œ œ œ
ca pi ta in
œ œ œ œ
ca pi ta in
œ œ œ œ
œ œ œA œ
˙ œ œ œ
œ œ œ œ œ œ
œ jœ jœ œb jœ jœ
ter ra, in ter ra mul
œ jœ jœ œ jœ jœ
[ter ra, in ter ra mul
œ Jœ Jœ œ Jœ Jœ
[ter ra, in ter ra mulœ Jœ Jœ œ Jœ Jœ
ter ra, in ter ra mul
œ œ œ œ
˙ œ Œ








































31 œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ œ œ œ œ œ œ œ
ter




œ Œ œ Œ
œ Œ œ Œ
œ Œ 
œ Œ 
œ œ Œ œ
ra, in
œ œ œ œ œ œ
ra,




œ œ œ œ
œ œ œ œ œ ‰ Jœ
Œ œ œ œ œ œ
‰ œ œ œ œ œ œ




œ œ œ Jœ Jœ
ra, in ter ra, in
œ œ œ œ œ œ œ œ
ter
























34 œ ‰ Jœ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ jœ jœ œ Jœ Jœ
ter ra, in ter ra mul
œ ‰ jœ œ jœ jœ
ra, in ter ra mul
œ Jœ Jœ œ Jœ Jœ
ter ra, in ter ra mul
œ Jœ Jœ œ jœ jœ
ra, [in ter ra] mul








































































œ œ œ œ œ








































































œ œ œ œ œ
















œ œ œ œ

























11 œ œ œ œ
























œ œ œ œ œ



































































































21 œ œ œ œ







œ œ œ œ




























œ jœ Jœ jœ jœ




















































œ jœ Jœ jœ jœ








œ œ jœ Jœ



























































œ œ œ œ œ
∑
∑
œ œ œ œ œ









































œ jœ jœ jœ jœ
te re a ex al
∑
∑

















































œ jœ jœ jœ jœ








œ œ jœ jœ



























































œ œ œ œ œ
∑
∑

























































































































[Glo ri a,.œ Jœ ˙













glo ri a,].œ Jœ ˙
[glo ri a,]
.œ Jœ ˙
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ






gloœ œ œ œ œ œ œ œ
glo
œ œ œ œ œ œ œ œ
Allegro œ ‰ Jœ œ œ
œ ‰ Jœ œ œ
œ ‰ jœ œ œ œ œ
.œ Jœ œ Jœ Rœ Rœ
ri a, [glo ri a]
œ œ œ jœ rœ rœ
ri a, [glo ri a
.œ jœ œ Jœ Rœ Rœ
ri a, [glo ri a
œb œ .Jœ Rœ œ Jœ Rœ Rœ
ri a, [glo ri a]









- - - - -
- - - - - -
- - - - - -



















5 œ œ œ œ
œ œ œ œ
œ œ œ œ œ
jœ jœ Jœ Rœ Rœ jœ rœ rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
jœ jœ jœ rœ rœ jœ rœ rœ jœ jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœn Rœ Rœ Jœ Rœ Rœ jœ jœ
Pa tri, glo ri a Fi li o, et Spi
œ œn œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
Jœ Rœ
rœ œ œ Jœ Rœ Rœ
ri tu i Sanc to, glo ri a
jœ rœ rœ œ œ jœ rœ rœ
ri tu i Sanc to, glo ri a
Jœ Rœ Rœ œ œ Jœ Rœ Rœ
ri tu i Sanc to, glo ri ajœ rœ rœ œ œ Jœ Rœ Rœ
ri tu i Sanc to, glo ri a
œ œ œ œ
- - - - -
- - - - -
- - - - -
- - - - -
- - - - - -
- - - - - -
- - - - - -


















7 œ œ œ œ
œb œ œ œ
œ œ œ œ
Jœb Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spijœ jœ jœ rœ rœ jœ rœ rœ jœ jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
œ œ œ œ
œ œ œ Œ
œ œ œ Œ
œb œ œ Œ
Jœ Rœ Rœ œ œ Jœ Jœ
ri tu i Sanc to. Si cutjœ rœ rœ œ œ Œ
ri tu i Sanc to.]
Jœb Rœ Rœ œ œ Œ
ri tu i Sanc to.]
Jœb Rœ Rœ œ œ Jœ Jœ
ri tu i Sanc to. Si cut
œb œ œ œ œ œ
- - - - -
- - - - -
- - - - -
- - - - -
- - - - -
- - - -
- - - -






















Jœ Jœ Jœ Jœ Jœ Jœ Jœ jœ
e rat in prin ci pi o, et
∑
∑
Jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
e rat in prin ci pi o, et




Jœ jœ Jœ Jœ Jœ jœ Œ
nunc, et nunc, et sem per,
 Œ jœ jœ
Et in
∑
Jœ Jœ Jœ jœ Jœ Jœ Œ
nunc, et nunc, et sem per,





Jœ rœ Rœ jœ jœ jœ jœ jœ jœ
sae cu la sae cu lo rum, et in
 Œ Jœ Jœ
Et in
∑
œ œ œ œ
- - - -
- - - -
-
-























jœ rœ rœ jœ œ œ jœ jœ jœ œ œ
sae cu la sae cu lo rum, sae cu
Jœ Rœ Rœ Jœn œ œ Jœ Jœ Jœ œ œ
sae cu la sae cu lo rum, sae cu
∑




 Œ jœ jœ
si cut
jœ jœ œ œ Œ
lo rum, a men,
Jœn œ œ œ œ œ Œ
lo rum,a men,
 Œ jœ jœ
si cut




jœ jœ jœ jœ jœ jœ jœ jœ
e rat in prin ci pi o, et
∑
∑
Jœ Jœ Jœ Jœ Jœ Jœ Jœ jœ
e rat in prin ci pi o, et
œ œ œ œ œ œ œ œ
- - - - - -





- - - -



















 Œ œ œ
 Œ œ œ
 Œ œ œ
jœ jœ jœ jœ jœ jœ jœ jœ
nunc, et nunc, et sem per, et in
 Œ jœ jœ
et in
 Œ Jœ Jœ
[et in
Jœ jœ Jœ jœ jœ jœ Jœ Jœ
nunc, et nunc, et sem per, et in
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Jœ Rœ Rœ Jœ Jœ jœ jœ œ
sae cu la sae cu lo rum, a
jœ rœ rœ jœ jœ jœ jœ jœ jœ
[sae cu la sae cu lo rum, et in
Jœ Rœ Rœ Jœ Jœ Jœ Jœ Jœ Jœ
sae cu la sae cu lo rum, et in
Jœ Rœ Rœ jœ jœ Jœ Jœ Jœ Jœ
sae cu la sae cu lo rum, et in
œ œ œ œ œ œ œ
-
-
- - - - -
- - - - -
- - - - -



















17 œ œ œ œ œ œ œ œ œ
œ ˙ œ
œ œ œ œ œ œ œ œ œ
œ ˙ œ
jœ rœ rœ jœ jœ jœ jœ jœ jœ
sae cu la sae cu lo rum, sae cujœ rœ rœ Jœ Jœ jœ jœ jœ jœ
sae cu la sae cu lo rum, sae cu
Jœ Rœ Rœ Jœ Jœ jœ jœ Jœ Jœ
sae cu la sae cu lo rum, sae cu
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ Jœ Jœ
men, et in
jœ jœ œ œ jœ jœ
lo rum,] a men, et in
Jœ Jœ œ œ Jœ Jœ
lo rum, a men, et injœ Jœ œ œ Jœ Jœ
lo rum, a men, et in
œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
jœ rœ rœ Jœ Jœ jœ Jœ œ
sae cu la sae cu lo rum, a
jœ rœ rœ jœ jœ jœ jœ œ
[sae cu la sae cu lo rum, a
Jœ Rœ Rœ Jœ Jœ Jœ Jœ œ
sae cu la sae cu lo rum, a
Jœ Rœ Rœ Jœ Jœ Jœ jœ œ
sae cu la sae cu lo rum, a
œ œ œ œ œ œ œ
- - - - - -
- - - - - -
- - - - - -




- - - - -
- - - - -
- - - - -






















20 œ Œ 
œ Œ 
œ Œ 
Jœ œ œ œ ˙
men, a






jœ œ œ œ œ œ œ œB
 ‰ œ œ œ
 ‰ œ œ œ




‰ œ œ œ ˙
a
 ‰ œ œ œ
a
jœ œ œ œ Jœ œ œ œB ?
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
˙ ˙
˙ jœ œ œ œ
men, a
˙ ˙
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
-
- - - - -
- - - -
-



















23 œ œ œ œ Œ
œ œ œ œ Œ
œ œ œ œ Œ
jœ Jœ œ Jœ œ œ œ
men, [a men,] a
jœ jœ œ œ Œ
men, a men,
Jœ Jœ œ œ Œ
men, [a men,]
Jœ Jœ œ œ Œ
men, [a men,]





‰ œ œ œ ˙
a
 ‰ œ œ œ
a
∑
œ œ œ œ Jœ œ œ œB
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
˙ Jœ œ œ œ
men, a
˙ ˙
œ œ œ œ
‰ œ œ œ œ œ œ œ
a





- - - - -





















26 ‰ œ œ œ œ œ œ
‰ œ œ œ œ œ œ
‰ œ œ œ œ œ œ
œ œ œ œ œ œ œ
˙ jœ jœ œ
men, [a
˙ Jœ Jœ œ
men, a
œ œ œ œ jœ Jœ œ
men, a




jœ œ œ œ ˙
men, a






jœ œ œ œ œ œ œ œB
 ‰ œ œ œ
 ‰ œ œ œ




‰ œ œ œ ˙
a
 ‰ œ œ œ
a





























29 ‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
‰ œ œ œ ‰ œ œ œ
˙ ˙
˙ jœ œ œ œ
men, a
˙ ˙
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
men, a
jœ jœ œ œ œ
men, [a men,] a
Jœ Jœ œ œ œ
men, [a men,] a
Jœ Jœ œ œ œ
men, [a men,] a














- - - -
- -
- - - -



































































































œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
w
dix
œ œb[ ] œ jœ jœ
dix it Do mi nus]
˙ ˙
dix it]
œ œ œ jœ jœ
dix it] Do mi nus
œ œ œ œ œ
Allegro œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ





œ œ œ Jœ jœ
Do mi nus
œ œ œ œ œ
Do
œ œ œ œ œ
- - - - - -
- - - -






Dixit Dominus in Bb
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Psalm 109 (110)























5 œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ





œ œb[] œ Jœ Jœ
Do mi noœ œ œ Jœ Jœ
mi no
œ œ œ œ œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
wb
Do




œb œ œ œ œ
me
œb œ œ œ œ
œ œ ˙ œ
œb œ ˙
œ œ ˙ œ
œb œ ˙
œb œ ˙
œ Jœ Jœ ˙
mi no me
œb œ ˙































œ œ œ œ
#
- - - - -
- - - - - - -
- - - - - - -























10 œ œ# œ œ
œ œ œ œ
œ œ# œ œ
œ œ œ œ









œ œ œ œ
#
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
œ Jœ Jœ œ œ
se de a dex tris
œ jœ jœ œ œ
se de a dex tris
œ Jœ Jœ œ œ
se de a dex tris
œ jœ jœ œ œ
se de a dex tris
œ œ œ œ
6
˙ œ œ œ œ
œ œ œ œ
˙ œ œ œ œ
œ œ œ œ
˙ œ œ

















œ œ œ œ




œ Œ œ Œ
Solo
- - - -
- - - -
- - - -























14 œ œ œ œ œb œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œb œ œ œ œ œ
œ œ œ œ œ œ œ œ





œ œ œ œRip.
œ œb œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ Œ
œ œb œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ Œ











œ œ œ œ




























 Œ ‰ Jœ
 Œ ‰ Jœ
 Œ ‰ Jœ
 Œ ‰ Jœ
 Œ ‰ Jœ
.Jœ Rœ .Jœ Rœ œ œ




œ œ œ œ
Rip.
.œ œ .œ œ œ œ
.œ œ .œ œ œ œ
.œ œ .œ œ œ œ
.œ œ .œ œ œ œ
.œ œ .œ œ ˙












œ œ œ œ œ jœ Jœ
















œ œ œ Œ
Solo


































œ Œ œ œ
Rip.
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ





œ œ œ œ
œ œ Œ 
œ Œ 






































œ œ .jœ rœ jœ jœ
po nam in i mi cos
∑
∑
œ Œ œ œ
§
[Vc/Org]
Œ ‰ Jœ .œ œ .œ œ
Œ ‰ Jœ .œ œ .œ œ
Œ ‰ Jœ .œ œ .œ œ
Œ ‰ Jœ .œ œ .œ œ



























œ jœ jœ œ œ
pe dum tu o
∑
∑


































Œ ‰ Jœ œ œ œ œ
sca bel lum
œ ‰
jœ œ œ œ œ
rum, sca bel lum
∑
∑






œ jœ Jœ ˙
pe dum tu o
œ jœ jœ ˙
pe dum tu o
∑
∑








œ ‰ jœ œ œ
rum, sca bel lum
∑
∑






Œ ‰ Jœ œ œ
sca bel lum








œ ‰ Jœ œ œ
- - - - - - - - - -





























œ jœ Jœ œ œ
pe dum tu o
˙ œ œ œ œ
o ∑
∑




















Œ ‰ Jœ œ œ
sca bel lum










œ jœ Jœ œ œ
pe dum tu o




œ œ œ œ
- - - - - - -























36 œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ







œ ‰ Jœ œ œf
Rip.
œ œ œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ œ œ œ Œ
œ œ œ œ œ œ œ Œ





œ œ œ œ œ œ œ œ œ œ
∑
∑
œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ


































 ‰ œ œ œ
∑
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ Œ









œ œ œ œ œ œ .œ œ
‰ œ œ œ œ œ .œ œ
œ œ œ œ œ œ .œ œ
‰ œ œ œ œ œ .œ œ


































































































































- - - - - -
- - - - - -
- - - - - -






























































































































































































































œ œ œ œ ˙
Do mi nus,





- - - - -








































œ œ œ œ ˙
Do mi nus


















- - - - -






















21 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ





















œ œ œ œ œ œ
do mi na re, [do mi
œ œ œ œ œ œ
do mi na re, do mi
œ œ œ œ œ œ
[do mi na re, do mi
œ œ œ œ œ œ







œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ










- - - -
- - - - - -
- - - - - -
























24 œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ











œ œ œ œ œ œ
do mi na re, [do mi
œ œ œ œ œ œ
do mi na re, do mi
œ œ œ œ œ œ
do mi na re, do miœ œ œ œ œ œ






























- - - - - - - -
- - - - - - - -
- - - - -



















































˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, [in i mi
˙ œ œ œ œ
˙ œb œ ˙
˙ œ œ ˙
˙ œb œ ˙
˙ œ œ ˙
˙ œ œ ˙
˙ œ œ ˙
co rum tu o
˙ œ œ ˙
co rum tu o
˙ œb œ ˙
co rum tu o˙ œb œ ˙
co rum] tu o
˙ œb œ ˙
- - - - - - - - - -
- - - - - - - -
- - - - - - - - - -
-






















32 .˙ œ œ œ
.˙ œ œ œ
.˙ œ œ œ
.˙ œ œ œ
.˙ œ œ œ
.˙ œ œ œ
rum, in i mi
.˙ œ œ œ
rum, in i mi.˙ œ œ œ
rum, in i mi
.˙ œ œ œ
rum, in i mi
w ˙
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
˙ œ œ œ œ
co rum, in i mi
w ˙
˙ œb œ ˙
˙ œ œ ˙
˙ œb œ ˙
˙ œ œ ˙
˙ œ œ ˙
˙ œ œ ˙
co rum tu o
˙ œ œ ˙
co rum tu o
˙ œb œ ˙
co rum tu o˙ œb œ ˙















- - - - - - - - - -
- - - - - - - - - -
- - - - - - - - - -











œ Jœ Jœ .Jœ rœ jœ jœ
Te cum prin ci pi um, prin
∑






jœ œ œ Jœ jœ Jœ jœ Œ
ci pi um in di e
 œ Jœ Jœ
Te cum prin
œ œ œ œ#
#
Soli










.Jœ Rœ Jœ Jœ Jœ œ œ Jœ Jœ
ci pi um, prin ci pi um in
œ œ œ œ
#
‰ jœ Jœ Jœ œ œb[ ] œ œ#
vir tu tis tu
Jœ Jœ Œ 
di e,
œ ‰ jœ œ œ œ
#
- -








5 œ Œ 
ae,
œ Jœ Jœ .Jœ Rœ Jœ Jœ
te cum prin ci pi um, prin
œ œ# œ œ
 œ jœ jœ
te cum prin
Jœ œ œ Jœ Jœ Jœ Jœ Œ
ci pi um in di e,
œ œ œ œ#
4 # 6
.jœ rœ jœ jœ jœ œ œ jœ jœ
ci pi um, prin ci pi um in
∑
œ œ œ œ
#
- - - - - - - -








8 jœ jœ ‰ Jœ .œb Rœ Rœ
di e, in di e vir
‰ Jœ Jœ Jœ ‰ J
œ Jœ Jœ
in di e vir tu tis,
œ ‰ Jœ œ œ
œ Jœ Jœ .œ Rœ rœ
tu tis, in di e vir
‰ Jœ Jœ Jœ ‰ Jœ Jœ# Jœ
in di e vir tu tis
œ œ œ œ
#
œ jœ Jœ œ œ œ œ œ
tu tis, vir tu tis tu
Jœ Jœ ‰ jœ jœ Jœ œ
tu ae, vir tu tis tu
œ œ œ œ
- - - - - - - - - -








œ Jœ Jœ .Jœb Rœ Jœ Jœ
ae, in splen do ri bus sanc
œ Œ 
ae,
œ œ œ œ
œ œ œ œ
Jœb Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
Œ Jœ Jœ .Jœ Rœ Jœ Jœ
in splen do ri bus sanc
œ œ œ œ œ œ
- - - - - - - - -








Jœ Rœ Rœ ‰ jœ Jœ Rœ Rœ Jœ Rœ Rœ
ci fe rum [ex u te ro an te lu
Jœ Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
œ œ œ œ
6
Jœ rœ rœ Jœ# Rœ Rœ Jœ Rœ Rœ Jœ Rœn[ ] Rœ
ci fe rum,] an te lu ci fe rum ge nu i
Jœ Rœ Rœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ rœ rœ
ci fe rum, an te lu ci fe rum ge nu i
œ œ œ œ œ œ
5 ´ #
- - - - - - - - - - - - - - - -








15 œ Œ 
te,
œ Jœ Jœ .Jœb Rœ Jœ Jœ
te, in splen do ri bus sanc
œ œ œ œ œ œ œ œ
!
Œ jœ jœ .Jœ Rœ Jœ Jœ
in splen do ri bus sanc
Jœb Jœ ‰ J
œ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
œ œ œ œ
V 3 7
- - - -








Jœ jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
to rum: ex u te ro an te lu
Jœ Rœ Rœ ‰ Jœ Jœn Rœ Rœ Jœ Rœ Rœ
ci fe rum, ex u te ro an te lu
œ œ œn œ
4 3
.Jœ Rœ œ .œb œ œ
ci fe rum ge
Jœ Rœ Rœ ‰ Jœ jœ rœ rœ Jœ Rœ Rœ
ci fe rum, ex u te ro an te lu
œ œ œ œ
7 6 ! M
- - - - - - - -







19 .œ œ œ .œ œ œ
jœ rœ rœ ‰ Jœb jœ rœ rœ Jœ Rœ Rœ
ci fe rum, ex u te ro an te lu




.œ rœ rœ œ Jœ Rœ Rœ
nu i te, an te lu
Jœ rœ rœ Jœ rœ Rœ œ Jœ Rœ Rœ
ci fe rum ge nu i te, an te lu
œ œ œ œ œ œ
#
Jœ Rœ Rœ Jœ rœ rœ œ Œ
ci fe rum ge nu i te.
Jœb Rœ
rœ Jœ rœ Rœ œ Œ
ci fe rum ge nu it te.





- - - - - - - - - - - - -
































‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ


















œ œ œb œ œ œ œ
œ œ œb œ œ œ œ
œ œ œb œ œ œ œ
œ œ œb œ œ œ œ





œ œ œ ‰ Jœ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ



























4 œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ












œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ





œ ‰ Jœ œ ‰ Jœ
œ œ œ .œŸ œ œ Œ
œ œ œ .œŸ œ œ Œ
œ œ œ .œŸ œ œ Œ
œ œ œ .œŸ œ œ Œ
œ œ .œ œ œ Œ






























7 ‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
œ ‰ Jœ œ œb












œ œ œb œ œ Œ
œ œ œb œ œ Œ
œ œ œb œ œ Œ
œ œ œb œ œ Œ
œ œ œ Œ












Jœ Rœ Rœ Jœ Jœ Jœ œ œ Jœ œ œ




œ œ œ œ

























Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ













œ œ Œ 
œ œ Œ 
œ Œ 
Œ Jœ Jœ Jœ œ œ Jœ œ œ










‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
∑
jœ jœ ‰ Jœ .Jœ Rœ Jœ Jœ




œ ‰ Jœ œ ‰ Jœ
p
p

























œ œ .œ œ œ œ ‰
œ œb][
œ œ .œ œ œ œ ‰
œ œb][
∑
œb œ œ œ œ Jœ jœ jœ jœ




œ œb œ œ œ Œ
∑
∑
œ œb][ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
œ œb][ œ œ œ œ œ œ œ œ œ œ œ œ œ œ
∑





œ œ œ œ œ œ

























œ œb][ œ œ .œ œ œ .œŸ œ
œ œb][ œ œ .œ œ œ .œŸ œ
∑





œ ‰ Jœ œ œ œ œ
∑
∑
œ ‰ Jœ œ œ œ œ
œ ‰ Jœ œ œ œ œ











œ œ Œ 
œ œ Œ 
∑
Œ ‰ jœ jœ Jœ Jœ jœ




œ ‰ jœ œ œ
#
[Vc/Org]

























‰ œ œ œ œ œ œ œ œ .œ œ
‰ œ œ œ œ œ œ œ œ .œ œ
∑
Jœ jœ ‰ jœ Jœ œ œ Jœ# œn[ ] œ










œ œ œ œ
œ œ
œ œ œ œ
œ œ
 œ œ
Jœ Jœ ‰ Jœ .Jœb Rœ .Jœ Rœ




œ Œ œ œ
!

























œ Œ œ œ
œ Œ œ œ
œ Œ œ œ
Jœb Jœ ‰ Jœ .Jœ Rœ .Jœ Rœ








œ Œ œ œ#
œ Œ œ œ#
œ Œ œ œ
Jœ Jœ ‰ jœ .Jœ Rœ .Jœ Rœ









œ œ œ œ#  œ
œ œ œ œ#  œ
œ Œ 
Jœ Jœ ‰ Jœ œ œ

































œ ‰ Jœ œb œ œ# œ
œ ‰ Jœ œb œ œ# œ
∑
.jœ Rœ .jœ rœ .œ œ œ










œ œ œ œ œ
œ œ œ œ œ
 œ œ
œ ‰ Jœ .Jœb Rœ .Jœ Rœ













œ Œ œ œ
œ Œ œ œ
œ Œ œ œ
Jœb Jœ ‰ Jœ .Jœ Rœ .Jœ Rœ




œ Œ œ œn
V 3

























œ Œ œ œ#
œ Œ œ œ#
œ Œ œ œ
Jœ Jœ ‰ jœ .Jœ Rœ .Jœ Rœ








œ œ œ Œ ‰ Jœ
œ œ œ Œ ‰ Jœ
œ Œ 
Jœ Jœ ‰ Jœ œ# œ










œ# œ œ œ œ .œŸ Jœ
œ# œ œ œ œ .œŸ Jœ
∑
.Jœ rœ Jœ Jœ .œ Jœ#




œ œ œ œ
# #

























œ œ œ ‰ Jœ œ
œ œ œ ‰ Jœ œ
∑
œ ‰ Jœ œ œ









œ œ œ œ œ œ .œ Jœ
œ œ œ œ œ œ .œ Jœ
∑
.Jœ Rœ .Jœb Rœ .œ Jœ










œ œ œ ‰ Jœ œ
œ œ œ ‰ Jœ œ
∑
œ ‰ Jœ œ œ

































œ œ œ œ œ œ œ œ ‰ Jœ
œ œ œ œ œ œ œ œ ‰ Jœ
∑
.Jœ Rœ .Jœb Rœ .œ Jœ




œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ
‰ œ œ œ œ œ œ œ















œ œ œb œ œ œ œ
œ œ œb œ œ œ œ
œ œ œb œ œ œ œ
œ œ œb œ œ œ œ





œ œ œ ‰ Jœ






















35 œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ





œ ‰ Jœ œ ‰ Jœ
N -
œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ
œ œ œ .œ œ œ œ œb[ ] œ
































37 œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ
œ œb œ .œ œ œ œ œ œ













œ œ œ .œŸ[ ] œ œ Œ
œ œ œ .œŸ[ ] œ œ Œ
œ œ œ .œŸ[ ] œ œ Œ
œ œ œ .œŸ[ ] œ œ Œ










































.jœ rœ .jœ Rœ jœ jœ ‰ Jœ
Do mi nus a dex tris, a
.jœ rœ .jœ rœ jœ jœ ‰ jœ
[Do mi nus a dex tris, a
.Jœ Rœ .Jœ Rœ Jœ Jœ ‰ Jœ
[Do mi nus a dex tris, a
.Jœ Rœ .Jœ Rœ Jœ Jœ ‰ Jœ
Do mi nus a dex tris, a








5. Dominus a dextris
[f]
 ‰ œ œ œ œ
 ‰ œ[ œ ]œ œ
 ‰ œ œ œ œ
 ‰ œ[ œ ]œ œ
 ‰ Jœ œ
Jœ Jœ œ œ ‰ jœ
dex tris tu is, con
jœ jœ œ œ œ ‰ jœ
dex tris tu is, con
Jœ Jœ œ œ ‰ Jœ
dex tris tu is, con
Jœ Jœ œ œ ‰ Jœ
dex tris tu is, con









‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ Jœ
jœ jœ ‰ Jœ Jœ jœ ‰ jœ
fre git, con fre git in
jœ jœ ‰ jœ jœ jœ ‰ jœ
fre git, con fre git in
Jœ Jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
Jœ jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
œ œ ‰ Jœ œ œ ‰ Jœ
- - - - - - - --
- - - - - -- - -
- - - - - - - - -






















4 œ œ œ œ œ œ œ
œ[ œ ] œ œ œ œ œ
œ œ œ œ œ œ œ
œ[ œ ] œ œ œ œ œ
œ[ œ ] œ œ œ œb œ
Jœ jœ Jœ jœ Jœ Jœ œ
di e i rae su ae re
jœ jœ jœ jœ jœ jœ œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb[ ] œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb œ
di e i rae su ae re
œ œ œ œ œ œb œ
‰ Jœ œ œ ‰ œ œ œ
‰ Jœ œ# œ#][ ‰
œ œ œ
‰ Jœ œ œ ‰ œ œ œ
‰ Jœ œ# œ#][ ‰
œ œ œ
‰ Jœ œ ‰ œ œ œ
œ ‰ jœ Jœ Jœ ‰ Jœ
ges, con fre git, con
œ ‰ jœ# jœ jœ ‰ jœ
ges, con fre git, con
œ ‰ Jœ Jœ Jœ ‰ Jœ
ges, con fre git, con
œ ‰ Jœ Jœ Jœ ‰ Jœ
ges, con fre git, con
œ ‰ Jœ œ ‰ jœ
#
œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ# œ œ œ œ
œ œ ‰ Jœ œ œ œ œ
œ œ ‰ Jœ# œ œ œ œ
œ# œ ‰ Jœ œ œ œ œ
Jœ Jœ ‰ jœ Jœ jœ Jœ jœ
fre git, in di e i raejœ jœ ‰ jœ# jœ jœ jœ jœ
fre git, in di e i rae
Jœ# Jœ ‰ Jœ Jœ Jœ Jœ Jœ
fre git, in di e i rae
Jœ Jœ ‰ Jœ Jœ Jœ Jœ Jœ
fre git, in di e i rae
œ ‰ Jœ œ œ œ œ
# # # #
- - - - - - - - - -
- -- - - - - - - -
- - - - - - - - - -






















7 œ œ œ œ œ œ
œ œ œ# œ œ œ
œ œ œ œ œ œ
œ œ œ# œ œ œ
œ œb Œ ‰ Jœ œ
Jœ Jœ œ œ ‰ Jœ
su ae re ges, conjœ jœ œ# œ ‰ jœn
su ae re ges, con
Jœ Jœb œ œ ‰ Jœ
su ae re ges, con
Jœ jœ œ œ ‰ jœ
su ae re ges, con
œ œ œ œ ‰ jœ
#
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ jœ
‰ œ œ œ œ œ ‰ Jœ
‰ œ œ œ œ œ ‰ jœ
‰ œ œ œ œ œ ‰ Jœ
jœ jœ ‰ jœ Jœ Jœ ‰ jœ
fre git, con fre git in
jœ jœ ‰ jœ jœ jœ ‰ jœ
fre git, con fre git in
Jœ Jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
Jœ Jœ ‰ Jœ Jœ Jœ ‰ Jœ
fre git, con fre git in
œ ‰ Jœ œ ‰ Jœ
œ œ œ œ œ œb œ
œ œ œ œ œ œ œ
œ œ œ œ œ œb œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
Jœ jœ Jœ jœ Jœ Jœ œ
di e i rae su ae re
jœ jœ jœ jœ jœ jœ œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb œ
di e i rae su ae re
Jœ Jœ Jœ Jœ Jœ Jœb œ
di e i rae su ae re
œ œ œ œ œ œb œ
- - - - - - - - - -
- -- - - - - - - -
- - - - - - - - - -






















10 œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ
œ œ œ œ œ œ œ









œ Œ œ Œ
Solo
Rip.
œ œ Œ 
œ Œ 






Œ jœ jœ Jœ Rœ Rœ Jœ Jœ
Ju di ca bit in na ti
œ Œ œ Œ
Solo
[Vc/]Org
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ
Œ œ œ œ œ œ œ




Jœ rœ rœ Œ 
o ni bus,
œ œ œ Œ
Rip.






















13 œ œ Œ 
œ Œ 






Œ Jœ Jœ Jœ Rœ Rœ Jœ Jœ
ju di ca bit in na ti







Œ ‰ jœ œ œ œ œ œ œ
Im ple
 Œ ‰ jœ
Im
∑
Jœ Rœ Rœ Œ 
o ni bus,





Œ ‰ Jœ œ ‰ Jœ
 Œ ‰ Jœ
Œ ‰ Jœ œ ‰ Jœ
 Œ ‰ Jœ
 Œ ‰ Jœ
œ œ œ œ œ œ ˙
œ œ œ œ œ œ œ œ œ œ œ œ
ple
Œ ‰ jœ œ œ œ œ œ œ
Im ple
 Œ ‰ jœ
im
œ ‰ jœ œ ‰ jœ
[Tutti]
[Tutti]
- - - - - - - -
-
- - - -























16 œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
w
jœ jœ ‰ jœ jœ jœ ‰ jœ
bit, [im ple bit, im
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
ple
œ ‰ jœ œ ‰ jœ
Jœ ‰ Œ 
œ Œ 
Jœ ‰ Œ 
œ Œ 
œ Œ 
œ ‰ jœ œ œ œ œ œ œ
bit, im ple
jœ jœ Œ Œ ‰ jœ
ple bit,] imjœ jœ Œ 
bit,
Jœ Jœ Œ 
bit,
œ Œ œ Œ
Œ ‰ jœ œ ‰ Jœ
 Œ ‰ jœ
Œ ‰ jœ œ ‰ Jœ
 Œ ‰ jœ
 Œ ‰ Jœ
œ œ œ œ œ œ ˙
œ œ œ œ œ œ œ œ œ œ œ œ
ple
Œ ‰ jœ œ œ œ œ œ œ
im ple
 Œ ‰ Jœ
im
œ ‰ Jœ œ ‰ Jœ
- - - -
-
- - - - - - - - -
- - - - - - - -






















19 œ ‰ jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ jœ
œ ‰ jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ jœ
œ ‰ Jœ œ ‰ Jœ
w
jœ jœ ‰
jœ Jœ Jœ ‰ jœ
bit, [im ple bit, im
œ œ œ œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ œ œ œ
ple






œ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
bit, im ple bit, [im ple bit] ru
Jœ Jœ ‰ jœ Jœ Rœ Rœ Jœ Rœ Rœ
ple bit, im ple bit, im ple bit] ru
Jœ Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
bit, [im ple bit, im ple bit] ru
Jœ Jœ ‰ Jœ Jœ Rœ Rœ Jœ Rœ Rœ
bit, im ple bit, [im ple bit] ru






Jœ Rœ Rœ œ œ Œ
i nas, ru i nas,jœ Rœ Rœ œ œ Œ
i nas, ru i nas,
Jœ Rœ Rœ œ œ Œ
i nas, ru i nas,
Jœ Rœ Rœ œ œ Œ
i nas, ru i nas,
œ œ œ œ Œ
- - - - - - - - - - -
- - - -
- - - - - - - - - - - -
- - - - - - - - - - -
- - -
-






















22 œ Œ œ Œ
œ Œ œ# Œ
œ Œ œ Œ
œ Œ œ# Œ
œ Œ œ Œ
œ œ œ# œ œ œ
con quas sa
œ œ œ œ œ œ
con quas sa bit,
œ œ œ œ
con quas sa bit,
œ œ œ œ œ œn œ# œ
con quas sa
œ œ œ œ œ œn œ# œ
#
Presto œ Œ œ Œ
œ Œ œ# Œ
œ Œ œ Œ
œ Œ œ# Œ
œ Œ œ Œ
œ œ œ# œ œ œ
bit, con quas




œ œ œ œ œ œn œ# œ
œ œ œ œ œ œn œ# œ
#
œ œ œ œ
œ œ .œ Jœ
œ œ œ œ
œ œ .œ Jœ
œ œ œ œ
œ œ .œ Jœ
sa bit ca pi




œ œ# œ œb
bit ca pi
œ œ œ# œ#[ ] œ œ œ œ
6
- - - - - - - -
- - - - - - -
- - - - - - - -



























œ œ œ œ œ Œ






˙ œ œ œ œ
ta, con quas




œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ œ œ œ œ œ
sa bit, con quas
œ œ œ œ œ œ
sa bit,
œ œ œ œ
sa bit, [con quas
œ œ œ œ œ œ œ œ
sa
œ œ œ œ œ œ œ œ
œ Œ œ œ
œ Œ œ œ
œ Œ œ œ
œ Œ œ œ
œ œ œ œ œ
œ œ œ œ œ œ
sa bit
œ œ œ œ œ œ
con quas sa bit
˙ ˙
sa bit]
œ œ œ œ œ œ
bit
œ œ œ œ œ œ œ œ
6
- - - - - -
- - - - - -
- - - - - -






















28 œ œn œ œ
.œ Jœ œ œ
œ œn œ œ
.œ Jœ œ œ
œ œ œ œ
œ œn œ œ
ca pi ta in
.œ jœ œ œ
ca pi ta in
œ œ œ œ
ca pi ta in
œ œ œ œ
ca pi ta in
œ œ œ
œ œ œ œ œ
Y
œ œ œb][ œ
˙ œ œ œ
œ œ œb][ œ
˙ œ œ œ
œ œ œ œ œ œ
œ jœ jœ œb jœ jœ
ter ra, in ter ra mul
œ jœ jœ œ jœ jœ
[ter ra, in ter ra mul
œ Jœ Jœ œ Jœ Jœ
[ter ra, in ter ra mulœ Jœ Jœ œ Jœ Jœ
ter ra, in ter ra mul
œ œ œ œ
œ œ œ œ
6
˙ œ Œ
œ œ œ Œ
˙ œ Œ










œ œ œ œ œ œ Œ
4 3
- - - - - -
- - - - - -
- - - - - -






















31 œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ Œ œ Œ
œ œ œ œ œ œ œ œ
ter






œ Œ œ Œ
œ Œ 
œ Œ œ Œ
œ Œ 
œ Œ 
œ œ Œ œ
ra, in
œ œ œ œ œ œ
ra,




œ œ œ œ œ œ œ œ
œ œ œ œ œ ‰ Jœ
Œ œ œ œ œ œ
œ œ œ œ œ ‰ Jœ
Œ œ œ œ œ œ
‰ œ œ œ œ œ œ




œ œ œ Jœ Jœ
ra, in ter ra, in
œ œ œ œ œ œ œ œ
ter
œ œ œ œ œ œ œ œ
- - -
- -
- - - -






















34 œ ‰ Jœ œ œ œ
œ œ œ œ œ œ
œ ‰ Jœ œ œ œ
œ œ œ œ œ œ
œ œ œ œ œ œ
œ jœ jœ œ Jœ Jœ
ter ra, in ter ra mul
œ ‰ jœ œ jœ jœ
ra, in ter ra mul
œ Jœ Jœ œ Jœ Jœ
ter ra, in ter ra mul
œ Jœ Jœ œ jœ jœ
ra, [in ter ra] mul
œ œ œ œ















































- - - -
- - - -
- - -

















































œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ
































































































œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ



























œ œ œ œ
œ œ œ œ
œ œ œ œ





























11 œ œ œ œ
œ œ œ œ œ
œ œ œ œ







œ œ .œ Jœ
œ .œ Jœ




















œ œ œ œ œ
œ œ œ œ œ
œ œ œ œ œ






































































































































21 œ œ œ œ
œn œ œ œ
œ œ œ œ







œ œ œ œ
œ œ œ œn œ
œ œ œ œ







œ œ .œ Jœ
œ .œ Jœn


























œ jœ Jœ jœ jœ





































œ œ œ œ œ
œ œ œ


























œ jœ Jœ jœ jœ










œ œ jœ Jœ

















































































œ œ œ œ œ œ
∑
∑
œ œ œ œ œ



















































œ jœ jœ jœ jœ
te re a ex al
∑
∑






















œ œ œ œ œ
œ œ œ
















































œ jœ jœ jœ jœ










œ œ jœ jœ

















































































œ œ œ œ œ œ
∑
∑






































































































































































[Glo ri a,.œ Jœ ˙

































œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ
œ ‰ Jœ œ ‰ Jœ






gloœ œ œ œ œ œ œ œ
glo
œ œ œ œ œ œ œ œ
Allegro œ ‰ Jœ œ œ
œ ‰ Jœ œ œ
œ ‰ Jœ œ œ
œ ‰ Jœ œ œ
œ ‰ jœ œ œ œ œ
.œ Jœ œ Jœ Rœ Rœ
ri a, [glo ri a]
œ œ œ jœ rœ rœ
ri a, [glo ri a
.œ jœ œ Jœ Rœ Rœ
ri a, [glo ri a
œb œ .Jœ Rœ œ Jœ Rœ Rœ
ri a, [glo ri a]
œb œ œ œ œ œ
- - - - - - - - -
- - - - - - - - - -
- - - - - - - - - -























5 œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ œ
jœ jœ Jœ Rœ Rœ jœ rœ rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
jœ jœ jœ rœ rœ jœ rœ rœ jœ jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœn Rœ Rœ Jœ Rœ Rœ jœ jœ
Pa tri, glo ri a Fi li o, et Spi
œ œn œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
œ œ œ œ
Jœ Rœ rœ œ œ Jœ Rœ Rœ
ri tu i Sanc to, glo ri a
jœ rœ rœ œ œ jœ rœ rœ
ri tu i Sanc to, glo ri a
Jœ Rœ Rœ œ œ Jœ Rœ Rœ
ri tu i Sanc to, glo ri a
jœ rœ rœ œ œ Jœ Rœ Rœ
ri tu i Sanc to, glo ri a
œ œ œ œ
- - - - - - - - - - -
- - - - - - - - - - -
- - - - - - - - - - -






















7 œ œ œ œ
œb œ œ œ
œ œ œ œ
œb œ œ œ
œ œ œ œ
Jœb Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spijœ jœ jœ rœ rœ jœ rœ rœ jœ jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
Jœ Jœ Jœ Rœ Rœ Jœ Rœ Rœ Jœ Jœ
Pa tri, glo ri a Fi li o, et Spi
œ œ œ œ
N -
œ œ œ Œ
œ œ œ Œ
œ œ œ Œ
œ œ œ Œ
œb œ œ Œ
Jœ Rœ Rœ œ œ Jœ Jœ
ri tu i Sanc to. Si cutjœ rœ rœ œ œ Œ
ri tu i Sanc to.]
Jœb Rœ Rœ œ œ Œ
ri tu i Sanc to.]
Jœb Rœ Rœ œ œ Jœ Jœ
ri tu i Sanc to. Si cut






- - - - - - - - - -
- - - - - - - - -
- - - - - - - - -




























Jœ Jœ Jœ Jœ Jœ Jœ Jœ jœ
e rat in prin ci pi o, et
∑
∑
Jœ Jœ Jœ Jœ Jœ Jœ Jœ Jœ
e rat in prin ci pi o, et






Jœ jœ Jœ Jœ Jœ jœ Œ
nunc, et nunc, et sem per,
 Œ jœ jœ
Et in
∑
Jœ Jœ Jœ jœ Jœ Jœ Œ
nunc, et nunc, et sem per,








Jœ rœ Rœ jœ jœ jœ jœ jœ jœ
sae cu la sae cu lo rum, et in






- - - - -
- - - - -





























jœ rœ rœ jœ œ œ jœ jœ jœ œ œ
sae cu la sae cu lo rum, sae cu
Jœ Rœ Rœ Jœn œ œ Jœ Jœ Jœ œ œ
sae cu la sae cu lo rum, sae cu
∑







 Œ jœ jœ
si cut
jœ jœ œ œ Œ
lo rum, a men,
Jœn œ œ œ œ œ Œ
lo rum, a men,
 Œ jœ jœ
si cut







jœ jœ jœ jœ jœ jœ jœ jœ
e rat in prin ci pi o, et
∑
∑
Jœ Jœ Jœ Jœ Jœ Jœ Jœ jœ
e rat in prin ci pi o, et
œ œ œ œ œ œ œ œ
- - - - -
- - - - - - - - -
- - - - - - - - -























 Œ œ œ
 Œ œ œ
 Œ œ œ
 Œ œ œ
 Œ œ œ
jœ jœ jœ jœ jœ jœ jœ jœ
nunc, et nunc, et sem per, et in
 Œ jœ jœ
et in
 Œ Jœ Jœ
[et in
Jœ jœ Jœ jœ jœ jœ Jœ Jœ
nunc, et nunc, et sem per, et in









œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
œ œ œ œ œ œ œ œ
Jœ Rœ Rœ Jœ Jœ jœ jœ œ
sae cu la sae cu lo rum, a
jœ rœ rœ jœ jœ jœ jœ jœ jœ
[sae cu la sae cu lo rum, et in
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